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MUSICAL REMINISCENCES. believe that the composers were indifferent. Take, 
A PASSAGE in Mr. J. Goddard’s “ Reflections on Gou- cau, Sane. No one am pay he 5 


H ; 2 } of the Kreisleriana, or the passage in G minor in 
nod’s Redemption,” a pamphlet noticed in the May | the finale of his B flat Symphony (Op. 38) without 


number of the Monraty Musicat RecorD, brings | feeling that he was influenced by the Canzonetta in 
up the subject of musical reminiscences :—‘‘ A| Mendelssohn’s quartet in E flat (Op. 12). Then 
certain number in the third part of the Redemption | again, there are some very striking Beethoven remin- 
a has,” says Mr. Goddard, “a strong Mendelssohnian | iscences in the finale of his Symphony in D minor 
¢- complexion.” He refers, of course, to the passage |(Op.120). Yet in his criticisms of other composers’ 

° where “Be thou faithful,” or at least the opening | works he seldom fails to call attention to any family 

- bars, come before us scarcely as a reminiscence but | likenesses which strike him. And in speaking of the 
= rather as an actuality. Again he says that “Com-| finale of a quartet of J. J. H. Verhulst, he writes :— 
posers of real power in carrying out some high purpose | “ The last movement begins, almost note for note, like 
— trouble themselves very little concerning originality of | the last of the ‘ Eroica’ symphony. Did this escape the 
detail.” And once more, “ Absence of originality is | composer’s observation? If not, why did he allow it to 
not always an evidence of weakness, but may betoken | remain.” With regard to resemblances, one may easily 
the indifference accompanying strength.” In the last | become hypercritical. But the general habit of exam- 
s is sentence Mr. Goddard seems to be considering only | ining a composition to see how far it is free from the 
cases of what we may name wilful plagiarism. Mozart | influence of other works is decidedly a good one. It 
must have known that the theme of his Zauderflite| improves the memory, and enables the analyst, pro- 
overture was taken from a Clementi sonata, and Men-| vided he have a general knowledge of the classics, to de- 
delssohn must surely have been aware that the opening | cide as to the amount of originality in any given work. 


” phrase of “ Es ist bestimmt in Gottes Rath” wasto be| Where one fails to detect resemblance, except of 
By found in Beethoven’s Ninth Symphony. Just so with | the most general kind, the composition is considered 
: M. Gounod : he consciously borrowed a phrase from | as one of marked individuality. One must not, how- 








Mendelssohn’s St. Paul. Without question, these ex-| ever, become fanciful. There is a phrase in the 
amples betoken “ indifference accompanying strength.” | fourth scene of the second act of the Wa/kiire which 
But we can scarcely agree with our author in what he| is very similar to the commencement of the Scotch 


On says about the indifference of composers to originality | symphony ; and there is a passage in the finale of Raff's 
of detail. We think that the great composers all Zevore which is unmistakably like the Dutchman’s air 
aspired after originality. Now of the reminiscences | in the first act of Zhe Flying Dutchman. Here the 

"OR to be met with in their works—and they are numerous ' resemblances in notes and rhythm are strong and 
—all, we think, must surely have been accidental at | marked. But in many cases one must have recourse to 

a the time they were written down. In some cases the | forced and unnatural means in order to substantiate a re- 
composer may only have discovered the resemblance | miniscence. For example, the notes of the first few bars 
after the work was published ; in others not until the | of Mozart’s finale of his G minor symphony and those 

x work was so far advanced that to alter any passage | of Beethoven’s scherzo in his c minor symphony are the 

\. would have necessitated the abandonment or recon-| same; and yet the two themes are totally unlike each 

= struction of the whole movement. But we cannot| other. We speak, therefore, of strong reminiscences 
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and slight ones. The. latter are‘but the'n natural reflec- 
tion from the models by the aid of which composers 
have shaped and developed their own thoughts ; and 
they are to be found in‘ all music, past. as well as 
present. The former, in: the case‘ of writers of the 
first rank, are rare ; and it is well that they should be 
so. Exceptional circumstances can“ alone justify 
exceptional conduct. The maxim. of Polonius is a 
good one—“ Neither a borrower nor a lender be.” 








JEAN LOUIS NICODE. 

By Fr. NIEcKs. 
(Concluded from page 151.) 
WE have now passed in brief review Nicodé’s works 
for the pianoforte alone. There is only one. work 
which he originally wrote for pianoforte and another 
instrument, and that is a sonata in G major for piano- 
forte and violoncello (Op. 25). Compared with Op. 
19, this composition is distinguished by a grander 
outline, by a greater freedom of handling. The com- 
poser has gained in af/omd and self-possession. To 
two circumstances the sonata owes, no doubt, several 
of its peculiar features—namely, to the character of 
one of the instruments (the violoncello) for which it is 
written, and to the-style of the famous violoncellist 
(Friedrich Griitzmacher) to whom it is dedicated. 
The ample sweep of melody and the prominence. of 
the bow instrument point unmistakably to these in- 
fluencing factors. Were I writing a minute criticism, 
I should discuss certain passages which appear to me 
rocks and shallows in the otherwise fair course of the 
sonata. The adagio certainly falls short of the sterling 
qualities of the slow movement of Op. 19. But the 
freshness, “ go,” and originality withal, of the a//egro 
amabile, the scherzo {a la Savoyarde), and the allegro 
animato, will enable the sonata to make its way in the 
world. A hearty welcome from violoncello players it 
is sure to have. 

We now come to Nicode’s orchestral works. Before 
we take up his original compositions, let us examine 
his Bearbeitung* of Chopin’s Concert-Allegro (Op. 46). 
This composition, although, as the reader knows, pub- 
lished for the pianoforte. alone, shows by its style and 
matter that it must have been conceived for pianoforte 
and orchestra. Nicodé has done his work well, so far 
as he kept close to the text of Chopin ; for the separa- 
tion of ¢uéti and so/o is unimpeachable, the instrumen- 
tation judicious, and the accompaniment discreet, the 
latter being, indeed, confined to a few sustained notes 
and chords already présent or unmistakably suggested 
in the pianoforte part. But our “‘ Bearbeiter” did not 
stop here, and in going farther he did what it is im- 
possible to find an excuse for ; his apologetic prefatory 
remark cannot be accepted as such, Well, Nicodé 


* The English have no equivalent term; would one could say that they 
had not the thing! A literal translation of Bearbeitung (bearbeiten is the 
corresponding verb) is ‘* belabouring,” which describes the process in question 
very well, but which, I'am -afraid, s‘not likely to have the approval either 
of linguists or ‘‘ Bearbeiter.” Well, Bearbettung means sometimes ‘re- 
vision ;” oftener, however, “* re-manipulation,” ‘‘ renovation,” or ‘‘ adapta- 
tion,” by somebody (who- frequently is nobody) of another (generally an 
infinitely superior) man’s work, 





dared to add no less than a whole section—a so-called 
“working-out section”—(seventy four bars, T think), 
which, though it makes the Concert-Allegro. more like 
a regular first movement of a concerto, does not en- 
hance. the beauty and artistic value of Chopin’s 
creation. Seeing that Chopin could have orchestrated 
the composition himself if he had thought fit to do so, 
it was hardly justifiable to undertake what he ap- 
parently did’ not wish to be done. ‘But if on this 
point there may be divérsity of opinion, it is to be. 
hoped that there is none ‘as to the iniquity and pro- 
fanity of tampering with the works of men of genius. 
I therefore recommend to the reader the study of the 
score (either the edition for pianoforte and orchestra, 
or that for two pianofortes), from which he may learn 
how Bearbeitungen, if made at all, ought to be made, 
and how they ought not to be made. The metamor- 
phosed Concert-Allegro may serve as an example in 
both respects. 

It is pleasant to turn away from this doubtful achieve- 
ment to Nicodé’s original works for the orchestra. 
I shall not discuss them in the order of their opus 
numbers. -A Xomanze for violin, with orchestral ac- 
companiment, is a well-scored composition, full of 
impassioned melody and harmonic jinesse. Nicodé’s 
writing for the violin, however, although always prac- 
ticable, is at times rather awkward. A violinist would 
not have written some of the arpeggios and triplet 
passageés—those in sixths and others—that occur in 
the middle portion of the piece. For the benefit of 
those players who try it with pianoforte accompani- 
ment, I may say that the violin part is more effective 
in conjunction with the orchestra, the high notes, the 
passages in octaves, and some other things, blending 
better with the string and various wind instruments, 
by which, moreover, their shrillness and harshness are 
toned down. 


“Jubilaumsmarsch ” (Jubilee March), for full or- 
chestra (Op, 20). This composition was written for 
the celebration of the 25th anniversary of the founda- 
tion of the “‘ Neue Akademie der Tonkunst zu Berlin” 
(New Academy of Music at Berlin),* and appropriately 
dedicated to the director of that institution, Professor 
Dr. Theodor Kullak. The composer is not sparing 
in the means he employs. Besides the usual strings, 
the score contains parts for one piccolo, two flutes, 
two oboes, two clarinets, two bassoons, four horns, 
three trumpets, three trombones, one bass-tuba, drums, 
triangle, tambourine, cymbals, side-drum, and harp, 
for the latter of which at least two players should be 
provided. Nor is the composer more sparing in the 
use he makes of these instruments. The players of 
the wind instruments require good lungs, and those of. 
the stringed instruments strong arms, for very, short 
and far between are the rests they get. But let it not 
be thought that the March is vox et praeterea nihil. 
Nothing could be farther off the mark. There is 
excellent music in. these splendid festive sounds. 
Moreover, the March is unconventional ; it does not 





* It was founded on the ast of April, 1855. 
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remind us of Mendelssohn, Meyerbeer, Wagner, Liszt, 
or some other successful producer of this kind of com- 
position. As a pianoforte duet the march is also very 
effective ; indeed, two pianists who. feel inclined to 
“make the welkin dance,” and to propitiate the Muses 
at the same time, cannot do better than perform the 
“ Jubilaumsmarsch.” 

After examining Op. 3 we passed by Op. 4, partly 
because I wished to discuss it along with the rest of 
the orchestral compositions, partly for another reason 
which I shall now state. ‘The works numbered 3, 5, 
and 6, as we have seen, show distinctly which are the 
composers by whom Nicodé has been most influenced ; 
in Op. 4, on the other hand, no decided leaning in 
any direction is apparent. To give, therefore, to the 
three main facts in the development and artistic 
character of our young composer due prominence, it 
was desirable to keep together the three works which 
are the embodiment of these three facts. Nicodé’s 
Op. 4 is a symphonic poem, and entitled “ Maria 
Stuart.” Who could enumerate all the versions, in 
prose and verse, in tone, colour, and marble, of the 
tragic story of the unfortunate queen, which have seen 
the light since 1646, when the Dutch poet Vondel 
treated it for the first time dramatically? The sym- 
phonic poem may claim to be ranked with the suc- 
cessful versions of the theme, which, of course, it 
treats musically—that is, it does not at all attempt to 
tell the story, but simply endeavours to realise the 
emotional element of some of the situations. As to 
the denomination “symphonic poem,” the reader 
must not imagine that the work is written in the style 
of Liszt’s compositions thus. designated. Indeed, the 
form of Nicodé’s work differs but slightly from that of 
a first movement of a symphony. We have first an 
introduction (A minor), which begins “ gravely and 
ponderously,” becomes by-and-by ‘ somewhat 
quicker,” then “still quicker,” and finally leads into 
the main movement of the composition. ‘The first 
subject in A minor, the second subject in c major, a 
coda,-and an extensive and interesting development 
of the matter of the first division of this movement, 
are quite in the orthodox form. After this, however, 
the composer deviates from the more usual track. The 
first subject is not again brought forward in the 
original form and key, but the second subject (now 
in A major) and the coda reappear, and a slightly 
modified repetition of part of the introduction con- 
cludes the composition. ‘ Maria Stuart” is a solid 
work which testifies both to the composer’s talents 
and attainments. Clearness of form, freshness of in- 
vention, and picturesqueness of instrumentation, strike 
the hearer first of all. The progress from Op. 3 to 
Op. 4 is immense and altogether marvellous. I may 
add that the composer has also published this work 
as a pianoforte duet. 

In all instances Nicodé has proved himself a master 
in the handling of the orchestra, but in none more so 
than in the “Introduction und Scherzo,” for full 
orchestra (Op. 11); also arranged by the composer as 
a pianoforte duet. It is, indeed, a superlatively 


piquant composition, not only as regards instrumenta- 
tion, but also as regards harmony, rhythm, and melody. 
Its weird, dizzy rioting baffles description... A critic 
who had heard it at the ‘Tonkiinstlerversammlung in 
Zurich (1882) spoke in glowing terms of the “ fasci- 
nating diabolical colouring” which is kept up through- 
out the Scherzo,.and also remarked that it was inspired 
by Liszt’s first Mephisto Waltz. That the two compo- 
sitions are akin in several respects there can be no 
doubt. There can be quite as little doubt that there is 
no more than kinship between them—kinship far, far 
removed from identity. In this “ Introduction (“ with 
pathos”) und Scherzo” (“as quick as possible t 
Nicodé has produced a little masterpiece. 

All who have followed me in my review of Nicodé’s 
works will agree with me, I think, that the composer, 
though not an artistic personality of a strongly-marked 
individuality, is a musician both born and made. His 
talent is genuine, his craftsmanship thorough, his 
striving noble. Musicians are as numerous as the 
sand on the sea-shore ; even musicians possessed of 
one or the other of the qualities mentioned by me are 
frequently to be met with; but musicians who are 
blessed with all those qualities are very rare indeed. 
A composer who gives us works such as the “ Anden- 
ken an Schumann,” “ Miscellen,” ‘“‘ Walzer-Kapricen,” 
“Ttalienische Volkstinze und Lieder,” “ Jubiliums- 
marsch,” “ Maria Stuart,” “ Introduction und Scherzo,” 
&c., has some claim upon our esteem and. gratitude ; 
he is one of the chosen few who deserve to be 
cherished. 








ON PRACTICAL EDUCATION IN MUSIC. 


By E. Paver. 
(Continued from page 154.) 
IV. ON THE CHOICE OF PIECES. 
THE men whose writings stand forth as veritable 
landmarks in the musical world of the clavecin and 
pianoforte are Sebastian Bach, Handel, Domenico 
Scarlatti, Mozart, Clementi, Beethoven, Weber, Men- 
delssohn, Schumann, Chopin, and Liszt. Round the 
first of these luminaries—the great Sebastian Bach— 
revolve as musical planets, Francois Couperin and 
Jean Phil. Rameau, Bach’s sons Friedemann and 
Emanuel, and the shrewd and ingenious Mattheson 
(1681—1764). The second -luminary—Scarlatti— 
might be supplemented by Galuppi, Paradies, Durante 
(1693—1766), and. Martini (1706—1784). Round 
the third—Mozart—we find grouped Joseph Haydn,: 
Joh. Christian Bach (1735—1785), Gelinek (1757— 
1825), and Ignaz Pleyel (1757—1831). Clementi’ 
may lay claim to have as followers Daniel Steibelt 
(1764—1823), Dussek (1761—1812), A. E.. Miiller 
(1767—1817), Joseph Woelfl (1772—1812), Ludwig 
Berger (1777—1839), Cramer (1771—1858), Friedr: 
Kalkbrenner (1784—1849), Ignaz Moscheles (1794— 
1870), and Ferd. Ries (1784—1838). The powerful, 
genius of Beethoven, as expressed in his pianoforte 
works, would not admit of any companions ; he stands 





alone, and may be called -the central point of the, 
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literature of our instrument. The only composer who 
might be associated with Beethoven, but who certainly 
would suffer by any immediate comparison with the 
supreme power of the great master, would be Franz 
Schubert (1797—1828). In one respect a similar 
position of isolated supremacy might also be accorded 
to Carl Maria von Weber, who in his works combined 
brilliancy of execution with simplicity and sincerity of 
feeling, and an uncommon fire and energy of expres- 
sion ; but as Weber has strongly influenced Chopin 
and Mendelssohn, although Chopin inclines towards 
a certain sentimentality (the word “sentimentality” 
taken in the best and highest sense), and Mendelssohn 
unites with romantic feeling the greatest perfection in 
point of structure and symmetry of composition, the 
relation is not a very direct one, and ought more 
properly to be called an influence rather than a positive 
direction. The tendency towards the display of tech- 
nical execution, initiated by Muzio Clementi, was 
continued by Johann Nepomuk Hummel (1778— 
1837), and Ignaz Moscheles ; whilst Hummel shows 
a certain prosaic but good-natured expression, Mos- 
cheles, on the other hand, can boast of much greater 
cleverness, and a certain speculative acuteness. 
Again, one of Hummel’s chief characteristics _ is, 
exquisite gracefulness in ornamentation, and a rare 
facility of happy and natural modulation. Both Henri 
Herz (1805) and Friedrich Kalkbrenner are Gal- 
licised Germans ; and Carl Czerny in his compositions 
is the type of a conscientious, industrious, music- 
master, ever anxious that everything should be smooth, 
even, and agreeable. His great merit as a practical, 
thorough, and useful educational composer is un- 
doubted, although some of our present teachers affect 
to treat him with indifference. The same tendency to 
be smooth and agreeable is also observable in the 
writings of Ferd. Ries and Charles Mayer(1799—1862). 
An interesting group of four composers is formed by 
Robert Schumann, Chopin, Henselt, and Heller. Of 
this company Schumann is by far the most thoughtful, 
earnest, and intellectual ; Chopin the most romantic, 
excitable, and sentimental ; Henselt the most successful 
in all that relates to euphony, without any special 
depth of feeling or immediate originality of invention ; 
and lastly Heller a somewhat pale reflex of Schumann 
and Chopin. Another, although a less significant 
group is formed by Wilhelm Taubert (1811), Ferdinand 
Hiller (1811), and Niels W. Gade (1817). Sigismund 
Thalberg (1812—1871), again, is original and full of 
taste ; and is associated with the wider, richer and 
more brilliant display of technical manipulation. 
Thalberg, moreover, may be designated as the com- 
poser in whose works we have specimens of what we 
may call the.“ decorated style of musical architecture.” 
Liszt, on the other hand, is anxious to appropriate for 
the domain of the keyboard all that vocal and orches- 
tral music can offer. To enumerate all the modern 
composers who have been adding to and supple- 
menting the literature of the pianoforte—to speak at 
any length of composers like Jacques Rosenhain, 
Eduard Wolff, Alexander Dreyschock, Woldemar 





Bargiel, Theodor Kirchner, Louis Kohler, Wilhelm 
Kriiger, Julius Schulhoff, Joachim Raff, Carl Reinecke, 
Anton Rubinstein, Robert Volkmann, Rudolph Will- 
mers, Emile Prudent, Hermann A. Wollenhaupt, and 
others—would carry us far beyond the limits of our 
space ; besides, such a number of names would in- 
voluntarily suggest the monotonous occupation of 
reading the contents of a catalogue. 

It will suffice to say that we are now in a period of 
transition ; the re-awakened interest in classical com- 
positions, and more particularly the growing interest 
of the general public in the older forms of dance- 
music, and in works in the style of Sebastian Bach, 
has naturally influenced our young composers, who 
evince a desire to go back to the older forms, and to 
infuse into their modern works the venerable, quaint 
old spirit. And here we must particularly mention 
the honoured name of Johannes Brahms. It does 
not behove me to speak here as a critic, and I there- 
fore abstain from considering the question, whether 
his attempts in this direction have been crowned with 
success ; but this much I may be allowed to remark : 
that just as a modern painter might find it very difficult 
with his modern notions of art, to paint in the severe an- 
gular style of an Albrecht Diirer or a Hans Holbein, so 
the modern composer will find it almost impossible to 
divest his fancy of all the rich and luxuriant harmonies, 
of all the opulence of material means, and to return 
to the simple, unpretentious, even somewhat meagre, 
style of a hundred and fifty years ago. Such process 
is like the one that Dante justly describes as “ marching 
forward and looking back.” ‘There can, however, be 
no doubt that ‘Johannes Brahms’ pianoforte compo- 
sitions belong to the very best, most interesting, and 
artistic creations we have had since Schumann and 
Mendelssohn ; and that their ingenious, complicated, 
and extraordinary difficult technical execution, affords 
ample matter for earnest and vigorous study. 

To sum up this part of our subject, we may assert 
that the vastness of the material from which we can 
choose is extraordinary ; but it ought also to be re- 
marked that a certain system must be observed in 
selecting from this enormous wealth, otherwise we 
shall fail to derive the requisite benefit from this 
magnificent legacy, bequeathed to us by the liberality, 
genius, and persevering industry, of the great com- 
posers, 

We have now to turn our attention to “ the art of 
forming a useful, varied, and entertaining repertory.” 
This art might indeed be compared to the task of 
setting up a household. Here we first of all consider 
the means at our disposal, and the scale on which we 
are to keep house; secondly, we have to consider the 
locality where we establish ourselves ; and thirdly, the 
requirements, predilections, and taste of the friends 
whom we expect as visitors. The means will be repre- 
sented in music by our talent, our capacities, intellec- 
tual and physical ; the locality will be represented by 
our musical surroundings and the opportunities which 
we have to use these capabilities ; and the taste of our 
friends is naturally the taste of those for whom we 
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have to play. Enough has been said about Exercises 
and Studies, and how they assist us in improving our 
technical execution, and we may therefore at once turn 
our attention to the second point — namely, to the 
choice, so to speak, of musical locality, the part of the 
musical domain we are to choose. Here the greatest 
variety is offered to us. Were we to present day after 
day Sonatas of Beethoven, or Mendelssohn’s Songs 
without Words, even our most indulgent friends would 
get tired, and would lose interest in our performances ; 
here a happy mixture of classical with lighter music— 
a constant variety—is indispensable. Let Handel 
sometimes give place to Chopin, Sebastian Bach to 
Schumann, and Mozart to Mendelssohn ; let German 
music make place occasionally for Italian, and French 
music yield to a nice piece of a Sterndale Bennett. 
After a sonata let us have a short piece ; let a piece 
in the minor key be succeeded by one in a major key. 
And now with regard to the last of the three points— 
namely, the special taste of our friends ; let us be as 
obliging as possible, and, indeed, let us seek a real 
pleasure in considering their wishes and even their 
hobbies. 

There are persons who are enthusiastic about 
old music; others who rave about classical works ; 
others, again, who delight exclusively in national 
music. Young ladies are generally fond of hearing 
anice valse, a fiery galop, a well-accentuated mazurka. 
Then there is the amateur of military proclivities, 
who thinks marches by far the finest music; there 
are our admirers of the naval service, who look 
uncommonly pleased if they can listen to a sturdy 
“hornpipe ;” there is the wanderer, who has travelled 
in Italy, and whose recollections are stirred at the 
sound of a Saltarello. Nor must we omit from the 
category the claims. and proclivities of the British 
papa, who, after the fatigues of the day and a genial 
repast, calls for a little music as he reclines in his easy- 
chair by the fireside, and feels irresistibly drawn to 
something of a soothing nature, not ill-calculated to 
promote a contemplative, perhaps even a slumberous, 
state. Indeed, to every one we may have a kind and 
agreeable musical word to say ; thus music becomes 
the brightest attribute of social happiness and the 
surest and pleasantest means of intellectual inter- 
course. 

And, in conclusion, to draw up a good programme 
for a private concert, the following brief maxims may 
be advisable :—Let there be a good variety of com- 
posers, of forms of pieces, of keys, and of time, and 
let the performance be of moderate length. Where 
we find in one programme three pieces in the same 
key, or several pieces in the same time—for instance, 
common or triple time—we find ourselves fatigued 
without being able to account for this weariness. 
Indeed, variety, such as Nature herself shows to us in 
all her creations, is one of the chief attributes and 
beauties of musical art, and will most certainly 
contribute towards pleasure and satisfaction: and 


BREITKOPF AND HARTEL’S NEW AND 
COMPLETE EDITION OF MOZART’S 
WORKS. 


Mozart’s Werke. Serie V., Opern, No. 4, La Finta 
Semplice. No. 16, Der Schauspieldirector. No. 
21, Titus. Serie V., Ouverturen. Serie X., Miirsche 
und Kleinere Stiicke, Nos. 15—21. Serie XIII, 
Quintette. 

By EBENEZER PROUT. 


THE colossal task which Messrs. Breitkopf and Hiirtel 
inaugurated six years and a half ago is now all but com- 
pleted. It was in the number of this journal for February, 
1877, that the notice of the first parts of the new edition 
of Mozart’s works appeared, and a reference to our past 
volumes, in which from time to time all have been 
noticed as they were published, will give our readers some 
idea of the unusual character of the undertaking. It may 
fairly be said that never in the history of music has so 
gigantic a work been carried out with the same regularity 
in so short a space of time. The volumes which form the 
subject of the present article complete the edition of 
Mozart’s works, with the exception of the supplement 
(Series XXIV.) which is to include the more important of 
the numerous fragments which the composer left behind. 
Some of these have been already issued, and noticed in 
previous articles. Those which are vet to appear will 
form the subject of a concluding paper. 

The twenty-three series now completed contain no 
fewer than 528 works, ranging in extent from a simple 
pianoforte piece of a few bars to an opera, the score of 
which contains some hundreds of pages. It is true that 
the collection of Handel’s works now in the course of 
publication by the German Handel Society is more 
voluminous ; for, when all is issued it will comprise nearly 
a hundred volumes ; but there is no comparison between 
the rapidity of the two publications. It is nearly a. 
quarter of a century since the first parts of Handel’s works 
were issued, and there are about twenty volumes still un- 
published ; while the Mozart edition has been brought out 
at the rate of about eighty works a year. Such activity 
on the part of a firm which has so large a miscellaneous 
publishing business is truly astonishing. 

The first work to be noticed in this article is the opera 
La Finta Semplice (Kéchel, 51). Its chief interest arises 
from the fact that it was Mozart’s first comic opera (opera 
buffa), and that it was written when the young composer 
was only twelve years of age—in the year 1768, Otto 
Jahn, in his Life of Mozart, gives a full account of the 
intrigues which hindered the public performance of the 
opera, which, though the work of a mere child, was pro- 
nounced by the best judges of the day to be superior to 
the large majority of Italian operas then to be heard. To 
us, who know the later Mozart, the composer of Figaro 
and Die Entfiithrung, the score of La Finta Semplice is 
chiefly noticeable as showing how far the child was father to 
the man. We find in this work many of Mozart’s familiar 
turns of melody; we see already his power of charac- 
terisation, though of course to a less extent than in his 
riper works; we are astonished at the mastery of the 
technique of composition shown by a boy only entering 
his teens ; but the intrinsic musical value of the ideas in 
this opera is comparatively small. The treatment of the 
orchestra is surprising, for the time at which the work 
was written. It is true that here, as in other of Mozart’s 
early operas, we find several airs accompanied by strings 
alone ; but when the wind is introduced it is used with 





thus be a sure guarantee for great and lasting 
success. } 


great judgment and thorough knowledge of effect. The 
score contains no trumpets or drums, even in the finales ; 
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flutes, oboes, bassoons, and horns in general complete the 
wind employed ; but one number, the air “ Senti l’eco” 
(p. 64), besides an oboe solo, has two corn ingles? in the 
score, which, singularly enough, are not written in the 
usual manner as transposing instruments. Elsewhere 
Mozart always writes the parts a fifth higher than their 
sound ; in this number he gives.the actual notes. The 
finales which conclude each act of the opera are remark- 
able for the complete command of the conventional form 
shown by the young composer. 

Der Schauspieldirector (Kéchel, 486), though included 
among the operas, is in reality only incidental music to.a 
a play, the subject of which deals with-the difficulties of a 
manager in deciding between the claims of two. rival 
prima donnas. The music consists of an. overture, two 
songs for the two ladies, a harmonious trio, and a finale. 
Though light in style, it is thoroughly imbued. with 
Mozart’s spirit. The contrast between the style of the 
two vocalists is admirably carried out ; and the trio “ Ich 
bin die erste Siingerin” (p. 30), in which they quarrel, 
while the tenor vainly strives to make peace between 
them, is conceived in the composer's happiest vein. The 
little work was performed in English some years ago at 
the Crystal Palace, under the title of “The Impre- 
sario. 

Titus (Kéchel, 621) is the German name of the opera 
with which my readers will probably all be familiar under 
its Italian title, La Clemenza di Tito. No detailed notice 
will be needed of a work so generally known, Though as 
a whole inferior to Don Juan and Figaro, it contains 
some of Mozart’s most beautiful melodies, while the finale 
to the first act is a masterpiece. The collection of all the 
overtures from the operas is interesting historically, as 
affording the student an opportunity of tracing Mozart’s 
progress in this branch of composition. 

The concluding numbers of the tenth series aré on the 
whole decidedly more interesting than the earlier numbers, 
noticed on their publication some time since (February, 
1882). The first of them, the “ Kanonisches Adagio,” 
for two corni di bassetto and fagotto (Kéchel, 410), is a 
curious study, being a canon in the fifth above by contrary 
motion for the two corni di bassetto, while the bassoon 
has a free moving part. The canon is kept up to the 
very last bar, and the piece, though not one of Moaart’s 
finest, is remarkable for the absence of anything like stiff- 
ness, in spite of the restrictions under which it was 
written, The following adagio for two clarinets and three 
corni di bassetto (Kéchel, 411), is of much higher musical 
value. Here the composer’s inspiration has free scope, 
untrammelled by any scholastic artifices, and he gives us 
a slow movement in which one hardly knows whether to 
admire the more the beautiful ideas or the charming 
colouring produced by the unusual combination of in- 
struments. 

The short adagio for the harmonika (Kéchel, 356) is 
of small value ; but the succeeding adagio and-rondo. in 
C minor (Kéchel, 617), for harmonika, flute, oboe, viola, 
and violoncello, is extremely interesting. The harmonika 
was an instrument the tones of which were produced 
from glass basins, the wet edges of which were touched 
by the fingers. A description and a drawing of it may be 
seen in Grove’s “ Dictionary of Music” (Vol. I., p. 662). 
The piece now under notice: was. written in 1791 for 
Marianne Kirchgiissner, a blind performer on the instru- 
ment, and is remarkable for the manner in which Mozart 
combined the peculiar tone of the “ musical glasses ” with 
those of the other instruments used with them. But apart 
from this, the little work, written only a few months 
before the composer's death, is in his ripest style. The 
opening adagio in ¢ minor is. full of beauty, and the 





rondo in C major, though light in its spirit, is distinguished 
by some, for , Mozart, very unusual modulation. It may 
be worth while, in passing, to correct a most curious mis- 
take which has slipped into the English translation of 
Jahn’s * Mozart,” in relation. to the two works last noticed. 
In the catalogue given in Appendix IV. these two pieces 
are described as for “concertina”! ‘The mistake should 
be corrected in future editions. 

Two pieces written fora barrel-organ, the “ Phantasie ” 
in F minor (Kéchel, 608), and the “ Andante” (Kéchel, 
616), are both familiar to all pianists, the former as the 
fantasia in F minor for piano duet, the latter as the rondo 
in F.. Both are probably now published for the first time 
in their original form ; and from the fact that they do not 
also appear among the pianoforte works, it is probable 
that the arrangements for that instrument were not made 
by the composer himself. A comparison of the two ver- 
sions shows that various modifications were made in 
adapting the pieces for the piano. The fantasia is written 
on a four-stave score, the bass nowhere going below 
tenor c. It is evident that the barrel-organ was of small 
comnass. The andante appears to be written for a still 
smaller instrument, as the score is on three staves, all in 
the G clef, the F below the treble stave being the lowest 
note used. It will be found that many passages. have 
been transposed an octave lower for the piano ; but the 
numerous holding-notes to be found in both works would 
render them far more effective on the organ than on the 
piano. An unimportant march (Kochel, 445), for strings 
and two horns, concludes the series. 

Of the nine quintets which form Series XIII. of this 
edition I shall have but little to say, because the majority 
of them are among the best known of Mozart’s works ; 
and the object of these papers is not to attempt any fresh 
criticism of old-established favourites, but*to call atten- 
tion to those pieces which are likely to be unknown to 
my readers. The first quintet in the volume, in B flat 
(Kéchel, 174), though less known than some of the later 
ones, is by no means unworthy of the composer. The 
slow movement in which, as in the later quintet in G 
minor, the sordini are used for all the instruments, is 
very beautiful, recalling in its spirit the fine adagio from 
the serenade for thirteen wind instruments; while the 
finale is distinguished by its interesting counterpoint and 
passages of imitation. The second quintet is the well- 
known one in C minor, which was originally written as a 
serenade for eight wind instruments. A comparison of 
the two versions (Kéchel, 388 and 406) shows that very 
few changes were made, the most important being the 
frequent substitution of repeated and syncopated notes in 
the strings for the sustained holding-notes of the wind, 
which would be ineffective on the violin. Few will deny 
that in consequence of the greater contrasts of tone-colour 
the work is more effective in its original shape. The 
third quintet is written for the unusual combination of 
one horn, one violin, two violas, and a violoncello. Like 
the horn concertos noticed in a previous article, it 
was composed for Mozart’s friend Leitgeb. It differs 
from most of the other works in this series inasmuch as 
it is more like a horn solo, with accompaniment for four 
strings, than a quintet in which each part is of equal 
importance. The music is in Mozart’s flowing manner 
throughout, full-of charm, though nowhere rising to 
candeur, It would be well worth producing at. the 

onday Popular Concerts, where, I believe, it has never 
yet been given. 

The following quintets, in C major and G minor for 
strings, the popular clarinet quintet in A, and the string 
quintets in D and B flat (Kéchel, 515, 516, 581, 593, and 
614) are too familiar to require any notice ; but a few 
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words must be said about the last piece in the volume, 
entitled “Eine kleine Nachtmusik” (Kéchel, 525), and 
written for two violins, viola, violoncello, and contra- 
basso, the two latter instruments playing the same part 
throughout. Nothing is known of the occasion for which 
this pleasing little work was written, It is not a quintet 
in the true sense of the term, being in four-part harmony 
throughout ; and the fact that the lowest line of the score 
is marked for “violoncello e basso” seems to hint at the 
probability that the work was designed for a full stringed 
orchestra, and not merely for one instrument to a part— 
a surmise strengthened by the character of the music, 
which has certainly more of the symphonic than of the 
quartet style. However this may be, the little serenade 
is full of charm throughout, the romance being in Mozart’s 
happiest manner. ‘The piece was played some time since 
at one of the Crystal Palace concerts by all the strings, 
and proved most effective. 








WAGNER AND THE WALKURE. 


THE well-known Austrian poet, Hermann Rollet, gives, in 
the Neuen Fretien Presse, the following interesting com- 
munication respecting the first draft of the Lizebestied— 
in the first act of Wagner’s Wadkiire :—“ When we met at 
seven o’clock in the morning, Wagner had spent two hours 
hard at work at his writing-desk, and, as a rule, he read to 
me what he had finished. On my side, I made many obser- 
vations, to which he listened, without, however, appearing 
to pay much attention to them. One morning he read out 
to me the passage in the Walkiire where the night 
wind forcing open the door, and exposing to view the 
spring night, Siegmund embraces the eagerly-listening 
Sieglinde, and breaks out in the following words— 


Winterstiirme wichen dem Wonnemond. 
In linden Diiften wiegt sich der Lenz, 
Winter Storms have waned 
*neath the winsome Moon, 
In mild ascendance 
smileth the spring. 
H. & F. Corder's Translation, 


I sprang up and expressed to him in lively terms the joy 
which the beautiful poetical lines had awakened within 
me, but I added, with emphasis, “they will require a 
really full melody.” “In my style,” he answered, looking 
at the words with a half-smile, and humming to himself. 
I assured him I was impatient to see what he would do, 
and so he tore a leaf out of a small note-book, drew five 
lines with pencil, wrote underneath it the text, set down a 
row of notes, and sang me the strophe, the impression of 
which was much increased by his mode of accentuation. 
After we had spoken a little about it, I took the paper on 
which he had written, and have kept the same to this day. 
And so I possess the first sketch (to which the composer 
adhered pretty closely) of one of the most beautiful and 
effective passages ever penned by Richard Wagner. 








RICHARD WAGNER. 


EVERYTHING that relates to Richard Wagner is of special 
interest at the present moment; hence we offer to our 
readers a translation of two letters written from Bayreuth 
in 1878, and also an account of the composer’s last days 
at Venice. The first letter is addressed to Herr Schelper, 
the well-known baritone singer :— 


“ Most worthy Herr Schelper,—I hope you will not be in 


des Nibelungen at the Leipzig Theatre were unknown to 
me, the name alone of the distinguished artist whom I so 
joyfully greeted a few years ago as Hans Sachs in 
Bremen,* would suffice to assure me of a successful inter- 
pretation of the most difficult part of my work. I knew 
that I was not deceiving myself: everything unanimously 
confirms my favourable presupposition. 
“T heartily welcome you once imore ! 
“T frankly confess to you that the bold line of conduct 
pursued by your manager causes me great joy. As the 
matter thus interests me, I would venture to express the 
wish that there might be a clearer agreement between the 
scenic action and the orchestra. I am speaking of matters 
which were only learnt and attended to at the rehearsals 
which I myself conducted. Try and get your manager 
(specially for the proposed Berlin performances) to sum- 
mon to Leipzig the ballet master, Herr Fricke, from 
Dessau, and the music director, Seidel (here), both of 
whom are intimately acquainted with my wishes ; and to 
give, under their direction, some extra rehearsals, so as 
to remove imperfection. 

“With the best good wishes, I remain, yours very truly, 

“RICHARD WAGNER. 
‘* Bayreuth, 14th May, 1878.” 


The second letter is addressed to Director Franz Jauner 
in Vienna, in answer to one written to Wagner giving an 
enthusiastic account of the success of Siegfried in Vienna 
(November, 1878), and asking whether the master himself 
shared his joy :— 


“ But, dearest friend, how can you be in doubt as to my 
feelings? Most wonderfully am I affected by performances 
such as yours in Vienna. Doyou think I am blind to the 
meaning of this success, and to the extraordinary good 
will which caused it? Formerly, when I published the 
poem of this work, no one believed in the possibility of its 
production ; this I remember, but still more so the fact 
that I myself could not dare to hope to be able to give to 
the public of our theatres the various portions of the work 
as opera performances. Sucha complete and satisfactory 
performance as that of Siegfried to the opera-going 
public of Vienna was considered ten years ago—yes, 
think of that !—an almost incredible event, and I am 
now of the same opinion. I can only say that I. am 
lost in amazement; and how can I be otherwise than 
thankful ? 

“ However, I also knowthat I could only get the work per- 
formed to perfection with the extraordinary contrivances 
which I have provided for it in Bayreuth. Should I or my 
successors one day have the opportunity of repeating these 
stage festival plays, it must then be remembered that some 
means will have to be employed to replace that which 
is quite impossible for performances in provincial theatres. 
Therefore, guided by common sense in the matter, I was 
the first to propose ‘cuts’ for ordinary theatre per- 
formances, as lately for the Gétterdimmerung. Seidel, 
and I think also Richter, know them. That I am forced 
to regard this as necessary is indeed the reason why I do 
not attend these performances, and why I am most un- 
willing to hear details respecting these changes. This 
weakness must be forgiven me. A young enthusiast quite 
unconnected with the stage described to me the painful 
impression which the changes in the great concluding 
scene of Siegfried had made on him. It was unpleasant 
to me to hear of it. Then came to my remembrance my 
| faithful and clever Materna, who from her heart has learnt 
| of me more than any other ; I felt persuaded that it must 








any doubt as to the interest which I take in you. Even if} ———————————— ee 


the names of your associates in the performance of theAzag 


* Herr Schelper sang the ‘“‘ Hans Sachs” in Bremen in March 1873. 
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grieve her to sacrifice all the tender transitions (Ueber- 
giinge), which she performed with so much willingness, to 
a rough pell-mell (Durcheinander) ; and expressed to her 
my real regret for what had to be done. Well, that's 
all! 

“Oh, I quite understand that the Viennese, especially 
those who frequent the pit, want something good to eat 
and drink about eleven o’clock. I know that perfectly 
well, and we confess to ourselves that it is unreasonable 
to demand efforts even for its own enjoyment from 
a town theatre (evening) public ; to meet this difficulty 
I specially established my Bayreuth stage festival per- 
formances. 

“T have told you this, dear friend, on the last Vienna 
evening before the whole public, that only you could have 
persuaded me to assist an opera theatre in the ennobling 
of its efforts. I assure you that since then you were not 
and are not the cause of my refusing to co-operate. Our 
first attempts and their wonderful success at once con- 
vinced me that the state of our modern theatres, and the 

ublicity influencing them on all sides, would render a 
asting sympathy on my side impossible. Therefore all 
the better if you at least do not lose courage; and if from 
these wonderful circumstances you gain from time to time 
something like these Szegfried performances, I congratu- 
late you from the bottom of my heart. 

“ T have to beg of you, for the intended representation 
of the whole work, to give very careful extra study to the 
Rheingold; and, as would seem necessary, in every par- 
ticular. The fault of giving this prelude between the first 
and second principal piece is one which you most 
probably have discovered yourself, and would have reme- 
died even without a suggestion from me. 

“So good luck to you! You have accomplished much : 
do still more. From his heart greets you, your devoted 

“RICHARD WAGNER. 

‘* Bayreuth, 18th November, 1878.” 


The following details respecting the composer’s death 
are from a Berlin paper translated :—“ Wagner had 
been ailing since the autumn, and was in medical hands, 
though not confined to his bed. Very often in the after- 
. noon, when he went to St. Mark’s Square to listen to the 
military band, he was latterly obliged to take refuge in 
Reitmeyer’s bank in order to recover from sudden attacks 
of weakness ; at these times he complained of want of 
breath. The day before yesterday he remained there for 
half an hour, was very lively, and drew out some money 
for an excursion to South Italy, which he proposed taking 
with his son, Siegfried, Yesterday morning he worked as 
usual in his study, where no one dare disturb him. In- 
. stead of coming out as usual, singing and beating time, he 
, appeared about two o’clock in the corridor of the Vendra- 
min Palace, where he lived ; he staggered, and complained 
of illness to one of the servants there. The symptoms, 
however, soon passed away. About three o’clock the 
family assembled at table, when the gondolier, Luigi, who 
was serving, brought in the soup, Wagner, rising from 
his seat, called out suddenly, ‘I feel very ill.’ At the 
same moment he fell down, apparently lifeless. All 
hastened to his assistance. The servants carried him to 
bed; the German physician, Dr. Keppler, was called. He 
could, however—this was. before four o’clock—only state 
that Wagner had ceased to live. Palpitation of the heart 
was the cause of death. The news spread like lightning 
through Venice, and caused general mourning. In Vienna 
the news of the death made likewise a deep impression. 
Sympathy is general. A cold which he caught in the 
badly-warmed rooms of the palace in Venice is said to 
have hastened the end.” 





SCOTSON CLARK. 

WE much regret to announce the death of the well-known 
organist and composer, the Rev. Scotson Clark, which oc- 
curred on the 5th of July last. His artistic career was a 
short but successful one. He was born on the 16th of No- 
vember, 1840, and received his earliest musical instruction 
from his mother, the daughter of Richard Cusack Kearney, 
an Irish landed proprietor ; she had studied with Mrs. 
Anderson, and had, it is said, also received lessons from 
Chopin. At the age of ten Master Clark played the 
violin ; at the age of twelve he took the service at the 
parish church of Ewell, whither he had been sent to 
school ; at the age of fourteen he was appointed organist 
at Regent Square church ; and at the age of eighteen he 
became a teacher in the Royal Academy, where he had 
studied under the late Sterndale Bennett, the late Sir 
John Goss, Engel, Pinsuti, and Petitt. 

Before he was twenty years old he had to undergo an 
operation for cataract ; through the skill of Mr. W. 
Bowman, his sight improved, although he was always 
afterwards obliged to use powerful glasses. 

In the year 1865 he founded a College of Music, a 
special feature of which was the advantage offered to 
students of the organ and of church music. He was for 
some time organist of Exeter [College, Oxford; and in 
1867 he took the degree of Mus. Bac. In the same year 
he was appointed Head Master of St. Michael’s Grammar 
School, Brighton. About this time Mr. Scotson Clark 
took holy orders, after which he went to Leipzig, where, 
besides doing duty at the English Church, he devoted 
himself with fresh energy to the study of music, and for 
two seasons had the advantage of being under Richter, 
Reinecke, and other eminent professors. From Leipzig 
he went to Stuttgart, and continued his studies with 
Lebert, Kriiger, &c. In 1873 he returned to London, and 
for two years he occupied himself almost exclusively with 
composition. In 1875 he resumed his connection with 
the London Organ School. In 1878 he was one of the 
organists at the Paris Exhibition ; he gave an organ per- 
formance at the Trocadero, and received a gold medal. 

This is neither the place nor the moment to form an 
estimate of Mr. Scotson Clark as a musician and com- 
poser. His compositions, many of which were specially 
written for teaching purposes, prove him to have been a 
practical and skilful writer. He was content to devote 
his talents chiefly to educational work ; had he thought 
only of his reputation, he might possibly, seeing he had so 
thoroughly qualified himself, have achieved fame in the 
higher walks of art. The number—about 4o00o—of his 
pieces testifies to his industry, and their popularity to his 
success. 

The Rev. Scotson Clark was an able performer both on 
the piano and on the organ. With regard to memory he 
was exceptionally gifted. He could play Bach’s fugues 
by heart, and could learn any new piece in an incredibly 
short time. A distinguished organist and composer once 
wrote. a successful and difficult organ piece, which he 
refused to publish, wishing to keep it specially for his own 
use at concerts. Mr. Scotson Clark went to hear him 
perform it; and, so we are informed, immediately after- 
wards played it from memory. 








PARSIFAL AT BAYREUTH. 


IF the press may be regarded as the representative of public 
opinion, the worldat large has lost allinterest in Wagnerism. 
Our daily and weekly political and literary papers remain 
either silent with regard to the musico-dramatic festival, 
or confine themselves to a few dry, colourless remarks. 
Even the majority of French and German musical papers 
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have little to say on the subject. This indifference will | dance, history of music, and history of literature. The 


no doubt soon pass away—it is, in fact, simply a reaction 


professors of the section for music and for opera and 


against the high-pitched enthusiasm which set in on the | drama numbered fifty-five, of whom three died during the 
master’s death. season. 


As projected, the first performance of Parsifal took 


What I have said above of the lot of so many pupils, I 


place on the 8th of July. It gave complete satisfaction, | could repeat every year ; and there is reason enough to 
being in no way inferior, and in some respects superior, | attract the attention of beginners in music to the subject. 


to last year’s rendering of the work. The principal parts 
were this year distributed as follows :—Parsifal: Herren 
Winkelmann, of Vienna, and Gudehus, of Dresden. 
Kundry: Mmes. Materna, of Vienna, and Malten, of 
Dresden. Gurnemanz: Herren Scaria, of Vienna, and 
Siehr, of Munich. Amfortas: Herr Reichermann, of 
Vienna. Klingsor: Herren Fuchs, of Munich, and 
Degele, of Dresden. Titurel: Herr Fuchs, of Munich, 
‘The orchestra consisted of thirty-six violins, twelve violas, 
twelve violoncelli, eight double basses, four flutes, four 
oboes, one alto oboe, four clarinets, one bass clarinet, four 
bassoons, one double bassoon, six horns, three trumpets, 
four trombones, one bass tuba, two drummers (kettle- 
drums), and four harps. The Herren H. Lewi and 
Franz Fischer, of Munich, were the conductors, 

According to a correspondent of the Neue Zeitschrift 
Stir Musik, Mme. Materna (Kundry) enchanted the 
audience at the first performance, not only by the sen- 
suous beauty of her voice, but also by the nobleness of 
her style, the intensity of her expression, and the certain 
mastery of her execution. Herr Winkelmann (Parsifal) 
gave this year a more perfect rendering of the difficult 
véle than last year. Herr Fuchs was excellent as Klingsor ; 
and Scaria proved himself again as Gurnemanz a first- 
class actor. The machinery did its duty to perfection. 
Even the bells left nothing to be desired, being both in 
tune and in time. 








- Foreign Correspondence. 


ao 
MUSIC IN VIENNA. 
[FROM OUR SPECIAL CORRESPONDENT. ] 

VIENNA, July 14th, 1883. 

THE Conservatoire of the “Gesellschaft der Musik- 
freunde” held its yearly examination during the last 
weeks, and gave two concerts, with free entrance to the 
public ; at the end of the second took place the distribution 
of prizes (silver medals and diplomas) to those leaving 
the institution. There are no less than seventy-five 
pupils about to enter into public life with all its hopes and 
illusions—the greater part, of course, taking the piano as a 
bread-basket, another division looking to the stage for 
help. Who would venture to predict the fate of all these 
candidates in ten years ? Ten prosper; the rest augment 
the class of proletarians, who give cheap lessons or look 
out for another occupation. About fifty received diplomas 
(a distinction for the better class), and ten only were 
honoured with the silver medal—the highest prize for the 
best pupils. The /ahresbericht, distributed at the close of 
the season 1882—83, shows that the music-pupils num- 
bered 660—there were twenty-one for the stage—of whom 
fifty-two were from abroad. The piano attracted the 
greatest number—i.¢., 398 ; then followed the violin, with 
ninety ; cello, with seventeen ; contrabasso, with sixteen ; 
solo singing, with seventy-three ; organ, with six ; harp, 
with fourteen ; wind instruments, with sixty-seven ; har- 
mony, counterpoint, and composition, with twenty-six. 
As subordinate subjects are noted: general musical in- 
struction, harmony, counterpoint, composition, piano, 
chorus-singing, Italian and French languages, elocution, 


In the course of eighteen years I have often experienced 
what a sad thing it is with those castles in the air which 
youth never will abandon. I could mention names in 
which I myself was deceived, the pupils showing a decided 
talent, leading to great expectations ; and what was the re- 
sult ?—a pianist glad to find his livelihood by giving lessons 
from morning to evening ; a violinist glad to get a place in 
an orchestra, to rub off his abilities every evening by fid- 
dling the same operas ; a singer studying the most difficult 
réles long before his voice had sufficient strength, abusing 
his voice rapidly, and helping himself with the dread 
tremolo, the certain ruin of the best voices ; a few years’ 
acting on the stage, and then, instead of continuing to 
sing great vé/es, forced to find a place in the chorus, or, if 
fitted for it, to give lessons; and, what happens often 
enough, helping to ruin other voices. 








Rebiews, 


—~>— 


A Festival Te Deum, in B flat. By ARTHUR H. D. 
PRENDERGAST. (Edition No. 13860, net, 6d.). London: 
Augener & Co. 


To this composition was awarded the prize offered by the 
London Church Choir Association in 1882. It is written 
for a double choir with organ obbligato, and while it is in 
every respect set to display as much emphasis and point 
to the words as possible, it is admirable as constructed” 
music. Points of imitation and contrast so effective in 
church music are employed with ali the skill that comes 
of intimate knowledge. It might be as well if the com- 
poser could continue the service in the same view. The 
‘choirs and places where they sing” would be greatly 
benefited by such fresh and vigorous music. 





Four Trios for. Female Voices. By FRANZ ABT. Op. 
599. (Edition No. 13505 and 13506, each, net, 4d. ; 13507 
and 13508, each, net, 3d.) London: Augener & Co. 
CHORAL Societies, Training Colleges and Schools, where 
only the female voice is available, cannot do better than 
make a speedy acquaintance with these charming compo- 
sitions. They are each and all delightfully written and 
quite within the means of the generality of singers. Each 
has the advantage of an independent pianoforte accom- 
paniment, and there is a special interest attached to the 
several numbers because of the apt manner in which the 
poetry of the words is reflected and intensified in the 
music. 

The original German words are supplied, and for the 
benefit of those who prefer to sing in the vernacular, Mr. 
Lewis Novra has supplemented a careful and singable 
English version. 

The first called “ Ocean’s Lullaby” (Die Wellen singen 
ihre Lieder), both in the accompaniment and the voice 
parts, forms a sort of syren song. The second, the 
“Springtide of the Heart ” (Weit auf das Herz und lass den 
Fruhling ein) is pleasant for its spontaneous and joyous 
character. The third entitled “Evening on the Lake” 
(Abendfeier) opening with a solo for an alto voice is tran- 
quil, calm, and devotional. The fourth “ The Forest is my 





poetry and mythology, dramatic recitation, comedy and 





delight” (Am Morgen im Griinen Wald) with its melody 
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expressive of simple. joy, has been-selected to adorn the 
music pages of this journal. - It can therefore now speak 
ofits merits, and may seem to stand asa fairly good sample 
of the nature of the whole set to which it belongs. These 
four trios tell most forcibly that the masterly hand of the 
veteran composer has lost none of.its power, and that his 
mind is as vigorous and poetical as in the years gone by, 
when he wrote the first songs which attracted the atten- 
tion of the outside public. 





Quartet for. Pianoforte, Violin, Viola, and Violoncello. 
Op. 38... By JOSEF RHEINBERGER. (Edition No, 
7185, net,-5s.) London: Augener & Co. 

RHEINBERGER’S Ofus 38 is one of the best pianoforte 

quartets written since the time of Beethoven.: Genuine 

melodiousness' and thorough craftsmanship combine in 
making itia eves The composer aimed high, and 
attained his aim.’ His Jearning sits lightly upon him ; it 
never interferes with the freshness of. his invention. It is 
difficult to decide which: of the four movements is the 
most-successful: the breezy, vigorous Ad/egro non troppo 
(E flat major, ()); the lyrical,meditative A dagio(G major, 2); 
the quietly joyous Andantino (Minuetto, G minor, }) ; or 
the swiftly bounding AJ//egro (Finale, E flat, ¢), with the 
concluding L’istesso tempo,a reminiscence of the principal 
subject of the first movement. But what need is there of 
saying more of a work which has been so often played in 

London and elsewhere by the foremost wir/uosi, and 

moreover has last year “been discussed along with the 

composer’s other works in the pages of the MONTHLY 

MUSICAL RECORD? 





Sonata for Pianoforte and Violin. Op. 13. By EDVARD 
GRIEG. (Edition No. 7422, net, 2s.). London; 
Augener & Co. 

AMONG the younger generation of composers the Nor- 
wegian Grieg occupies. an honourable place. His. works 
never lack the cachet of his nationality, which always 
gives them a peculiar charm, although it must be admit- 
ted that this nationalism sometimes threatens to degene- 
rate into mannerism. None of Grieg’s works is so 
imbued with the national peculiarities of tonality, rhythm, 
and phrase, as the one before us. Wherever wefopen the 
sonata wé come on some Norwegian musical idiom. The 
very first bars -precipitate:us into the midst of the atmo- 
sphere which we have to breathe, and breathe with plea- 
sure, throughout the three movements—or rather, divisions 
of the ae That.the G, minor sonata is one of the best 
of Grieg’s compositions cannot be doubted ; but it may be 
an. open question whether it or the ¥ major sonata de- 
serves.the palm. Many prefer the present work, and they 
can proffer excellent reasons for this preference. Some- 
thing, however, might be said in favour of the other work, 
were the question worth debating. 





Sonata for Pianoforte. Op. 7. By EDVARD GRIEG. 
(Edition No. 6140, net, 1s. 6d.) London; Augener 
& Co. 
IN this sonata for pianoforte alone (Op. 7), the composer 
does not exhibit, the’ same richness of invention and con- 
structive skill as in the later sonata for pianoforte and 
violin (Op. 13), which we likewise review in this month’s 
RECORD. '’ But although the four movements of the 
pianoforte sonata in E minor are lightly-woven pieces, 
they are, nevertheless, very pleasing and truly charac- 
teristic—characteristic fer se, and characteristic of the 





composer. They transport the listener to breezy fjords, 
peaceful valleys, and high-topped mountains. Who, on 
hearing the Alla menuetto, does not imagine himself 
standing in the midst of a gathering of simple, contented 
Norwegian villagers engaged in their innocent amuse- 
ments? 1, Lento doloroso (G minor, ?), Poco allegro (G 
major, 3), Allegro vivace (G major, }) ; 2, Allegretto tran- 
quillo (E minor, 3); 3, Allegretto animato (G major, }). 





The Children’s Schubert. Short Piecés for the Piano- 
forte. By FRANZ SCHUBERT. Selected, arranged 
(without octaves), fingered, ana revised, by E. PAUER. 
(Edition No. 8309, net, 3s.; bound, net, 4s. 6d.) 
London ; Augener & Co. 

THE works of no classic are so suitable for children as 

those of Schubert, and why? Because the composer had 

something childlike in his nature, and is always pure, 
pellucid, and natural. Affectation, turgidity of thought, 
and poisonous passion, are things not to be found in his 
works. In short, the matter which Schubert offers is all 
that could be desired for the purpose—it is intellectually 
and emotionally within the grasp of the young ; it is in- 
telligible, enjoyable, and morally, as well as musically, 
educational. That technical difficulties may not be 
stumbling-blocks, Mr. Pauer has arranged certain pieces 

(without octaves), and also fingered them. The selection 

made by him is irreproachable; it consists of twenty 

pieces for two hands and. six pieces for four hands. 

Among the former are some arrangements of songs 

(“Who is Sylvia?” “The Post,” “Praise of Tears,” 

“The Trout,” &c.) and of parts of the octet (Op. 166). 





Russian Suite for String Orchestra, with Violin Obbligato | 
Op. 81. By RICHARD WUeERsT. Arranged for 
Violin and Pianoforte by F. HERMANN. (Edition 
No. 7501, net, 1s. 6d.). London: Augener & Co. 


RICHARD WUERST, who is esteemed in Germany as an 
excellent musician, is hardly known by name in this 
country. The Russian suite before us is a spirited com- 
position. Originally written for string orchestra, with 
violin obbligato, F. Hermann has effectively arranged it 
for violin and pianoforte. No. 1, Vorspiel (Prelude) is an 
energetic Ad/legro moderato, in E minor, 3; No. 2, Tréu- 
meret (Revery), a sweetly melodious Andante con moto, in 
E major, $; No. 3, /#/ermezzo (Interlude), a playful 4 //e- 
gretto,in C major, 2; and No. 4, 7rvefak (a dance), a lively, 
stirring Allegro ma non troppo, in E major,?. The nobly 
popular style of the work and its national colouring will 
be appreciated by many. There is a regrettable scarcity 
of compositions of this character, and for this reason, the 
suite, which would be welcomed in any case, will be wel- 
comed the more. 





Cina Vailses pour Piano & quatre mains. Op.8. Par M. 
MOSZKOWSKI. (Edition No. 8581, net, 2s. 6d.) Lon- 
don: Augener & Co. 


THESE are duets of less than moderate difficulty. In 
character the five waltzes are widely differing from each 
other. No.1, A//egro moderato (A major), is alternatively 
energetic and amorous ; in No. 2, Pesante e lugubre (A 
minor), a darker and less active mood prevails ; No. 3, 
Allegro grazioso (E major), indulges ‘in serene joyousness ; 
No. 4, Vivace assai (G major), presents itself with giddy 
merriment ; No. 5, oe ed energetico, ma non troppo 
allegro (D major), displays a pomp and vigour ~which 


brings the series to an effective conclusion. ‘That Mosz- 
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M. MOSZKOWSKIS “FROM FOREIGN PARTS” 


Suite of Six Characteristic Pianoforte Duets. 


— FF SS eee 


Transcribed for Pianoforte Solo by E.PAUER. 
Op. 23. N9 2. GERMANY. 
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kowski writes with natural ease, elegance, and esprit is 
proved by this as by his other compositions. 


From Foreign Parts (“ Aus aller Herren Linder”). Suite 
of Six Characteristic Pianoforte Duets. Op. 23. By 
M. MoszKowskI. Transcribed for Pianoforte Solo 
by E. PAUER. (Edition No. 8246, net, 2s. 6d.) 
London: Augener & Co. 


IN these pieces we greet dear old acquaintances, which in 
their new dress as pianoforte solos are not less welcome 
than in their original garb as duets. Companionless 
pianists will thank Mr. Pauer for this transcription ; it 
will enable them to follow M. Moszkowski on his travels 
to Russia, Germany, Spain, Poland, Italy, and Hungary, 
and to study the character and manners of the peoples of 
those countries. At this time of day it is needless to en- 
large on how interesting M. Moszkowski makes these 
excursions into foreign parts. 





Overture to “ Felsenmihle.” By C.G. REISSIGER. Tran- 

_ scribed by E. PAUER. Piano Solo, No. 6350, price Is., 

net. Piano Duet, No. 8604, price Is.,net. London: 
Augener & Co. 


Ir is the custom in the present day to depreciate Reis- 
siger’s. music, and to say that it is exactly described by 
the term “ Kapellmeister Musik.” This is scarcely just, if 
the “ Felsenmiihle” Overture be taken as a fair specimen 
of his work. This is spirited, well contrived, and not 
without a spark of genius. Reissiger’s music is also in- 
teresting from an historical point of view, inasmuch as it 
shows that he was the first to make the departure from 
the customary tonal harmonies, and set the example of 
chromatic modulations, carried out to greater extent by 
Spohr ; in fact, Spohr exhausted the fountain which Reis- 
siger discovered. These remarks are suggested by the 
appearance of the “Felsenmiihle” Overture as newly 
arranged by Mr. E. Pauer, in two forms—first as a solo 
for piano, second as a duet forfour hands. Each is worthy 
of attention, and may be studied with profit. 





Fest Ouverture. By A. LEUTNER. Op. 42. Piano i’ 
Quatre Mains. No. 8564, price Is., net. London: 
Augener & Co. 

THE composer of this spirited overture (Albert Leutner), 

who died in 1871, was known as a prolific writer of small 

orchestral and pianoforte works, chiefly in his own country. 

He belonged to a family some of whose members have 

made themselves famous in the world of art by their gifts 

and talents. The character of the Fest Overture now 
before us would seem to warrant a wider knowledge of his 
works. It is bold and bright, in good form, and effective 
by the use of simple means, It is well arranged as a duet 
for two players, each part having an interest as music, and 
a value as a teaching piece. 





Grandmother's Songs (Lieder der Grossmutter). Children’s 
Pieces for the Pianoforte. By R. VOLKMANN. 
Edition No. 8467, price Is., net. Op. 27. Revised 
by E. PAUER. London: Augener & Co. 


THIS is a set of twelve little pieces with a Coda. Their 
simplicity, and: the absence of technical difficulties, com- 
mend them most forcibly to those who desire to interest 
young players in the work of this branch of education. 
‘They are all melodious and of a fascinating style, exceed- 





ingly well written, and have no passages that need be 
made stumbling-blocks to the most elementary players. 
Chiefly designed on the model of popular songs, or in the 
volksited pattern, they may be earnestly recommended to 
notice as likely to advance the study of melody, harmony, 
and rhythm. 





Die Davidsbiindler. By ROBERT SCHUMANN. Op. 6. 
Revised and fingered by XAVER SCHARWENKA. 
Harrow Music School Series. No. 8409, price, net, 
1s. 6d. London: Augener & Co. 


IT would be a work of supererogation to offer any criticism 
concerning this well-known work. Every pianist knows 
the eighteen pieces more or less familiarly, and their value 
for purposes of study has long been settled and accepted. 
The present edition has a particular interest by reason of 
the fact that it is brought out with the fingering and re- 
vision of Herr Xaver Scharwenka. No more competent 
hand could have been selected for such a work; for few 
would have done better, or have brought a clearer appre- 
ciation of the thoughts of Schumann to aid his task. 
There is attached to this edition another advantage be- 
sides, for it contains the various changes made after the 
issue of the first edition, the various readings given 
together. Some of these are insignificant, others are im- 
portant, but all are instructive. As this latter qualification 
is held to be paramount, the worth of the present edition 
is increased in proportion. 





Menuet Impromptu. Composed by GRAHAM PONSONBY 
Moore. Glasgow: Muir, Wood, & Co. 


As far as it is possible to invest an old form with new 
ideas, has been done by Mr. Moore in this “ Minuet 
Impromptu.” The harmonies are daring to the eye, but, 
as they are introduced cleverly, with a full knowledge of 
the capabilities of the pianoforte, they are not unpleasing 
to the ear. 





Trio for Piano, Violin, and Violoncello. By ROBERT 
SCHUMANN. Op. Ito. No. 7276, price 3s., net. 
London: Augener & Co. 


ALL purposes will be satisfied if attention is called to this 
really beautiful edition of a favourite trio. It is elegantly 
engraved, printed on fine paper, and the score and parts 
are issued at a cost which, in comparison, is actually 
nominal. 





Three Songs, with Pianoforte Accompaniment. By HER- 
MANN GOETZ. Op. 3, price 3s. each. London: 
Augener & Co. 


A MELANCHOLY interest is attached to all the productions 
of the gifted composer of the opera The Taming of the 
Shrew. The three songs now before us breathe of that 
genius which was recognised too late to be of great service 
to its owner while living. Each is distinguished by 
originality and power, and all deserve to find a wide 
acceptance. The first, “ Repose” (Die Stille), set to 
words by Eichendorff, has, in the introduction of a middle 
movement in a complementary key, that contrast which 
brings the first subject into striking relief. The second, 
“ Night ” (Bitte), has an element of religious tenderness, 
which is most notable. The third, “ Dawn of Spring” 
(Frithlingslaube), is joyous, free, and flowing. All are 
original in thought and treatment, and the accompani- 
ments are helpful to the voice as well as dramatic in 
expression. 











188 


THE MONTHLY MUSICAL RECORD. 


[August 1, 1883, 





Songs. By A. SCHLIEBNER. London: Stanley Lucas, 


Weber, & Co. 
THERE are four of these songs, all marked by a com- 
mendable originality in treatment, and a careful regard 
for the needs of vocal effect. The first, called “The 
Birds’ Paternal Pride,” is bravura in style. It might be 
improved by an alteration of the accent of the last two 
words in the sentence, “Is very much like me ;” but this 
is sure to suggest its own amendment to the singer. The 
second is a capital setting of Longfellow’s poem, “ The 
Rainy Day,” suitable for a soprano or tenor. The third 
is called “ A Memory,” and is charming for its naivetd ; 
and the fourth, “A Mouse Song,” is based upon the self- 
praise of a little rodent. The self-praise is in this case 
certainly a recommendation. 





When. the Evening Shadows Gather. Song. By J. 
ALEXANDER. London: Augener & Co. 

A VERY well written and effective song. It is admirably 

laid out for the voice, and, though the compass is ex- 

tensive (from D flat to G flat), it is easy to sing in 


that compass. The accompaniment is musicianly and 
thoughtful. 





Who will Come with Me? A Spring Song. By B. 
LuARD SELBy. London: Augener and Co. 

A BEAUTIFUL idea well carried out. The accompaniment 

is independent ; the pretty words are well emphasised, 

with due regard to the general fresh feeling which should 


influence all songs which professedly deal with the senti- 
ments of spring-time. 


Three Spanish Dances, for the Pianoforte. By ALGERNON 
ee Op. 7. London: Stanley Lucas, Weber, 
0. 


ALTHOUGH, perhaps, Mr. Ashton has not kept in mind 
the fact that the Pavane, whose name is given to his first 
dance, was a dignified, graceful motion, taking its name 
from the stately peacock, the absence of observance of 
the old form does not interfere with the cleverness of the 
music. It is mostly in two-part writing, each hand alter- 
nately employed in the performance of duple notes against 
triplets, The effect is good, but it would require careful 
study to perform it well. The “Sarabande,” Bach-like, is 
well written ; and the Fandango” shows the hand of a 
good musician, guided by a good acquaintance of the 
technicalities of the instrument for which he writes. Alto- 
gether, the three dances are very favourable specimens of 
the skill of the composer. 





The History of Mustc. By EmMiL NAUMANN. Parts 17 
and 18. Translated by F. PRAEGER. Edited by the 
Rev. Sir F. A. GORE OUSELEY, Bart., M.A., Mus. 
Doc., Professor of Music in the University of Oxford. 
London: Cassell & Company. 

FROM time to time attention has been called in these 

columns to this work still in progress, It has now reached 

the seventeenth and eighteenth serial parts ; and, as the 
whole is stated to be intended to be completed in twenty- 
four, the most interesting period of the art is beginning to 
be treated of—the origin of the Opera, the development 
of the art of making violins, as shown in the allusions to 
the lives of the great Italian makers Amati, Straduarius, 
and Guanerius, as well as of the works of Lotti, and 
the masters of the Catholic Restoration, including the 
life and labours of Palestrina. The growth of organ- 





building, and the works of the first composers who 
sought to improve the practice of playing on keyed 
instruments—namely, Frescobaldi and others—are all 
treated in the manner familiar to the readers of this 
History. The chapter on “ Art in England” is written by 
the editor, the original German text having little or no 
reference to the subject. Foreign writers either ignore or 
do not care to say much upon this matter, so prolific in 
interest. One reason lies in the fact that English writers 
have for the most part themselves neglected the study of 
the history of music in their own country. With the 
exception of a treatise on English Church writers by Mr. 
Barrett, of St. Paul’s Cathedral, there is little that is trust- 
worthy to succeed the labours of Hawkins and Burney, 
though there is a fine field for independent research. Sir 
Frederick Ouseley’s chapter is concise and valuable as far 
as it goes, but more would have been acceptable from his 
pen. This one chapter is a little spoiled by a quotation 
introduced to prove that which was not required to be 
advanced—-namely, the existence of minstrelsy in England. 
If the subject was worth treatment, it would have been 
better to have made clear what minstrelsy was. | This 
would have involved a little more independent research 
than is shown, but the value of the chapter would have 
been increased forty-fold. There is much that has to be 
said for English art and its practitioners in more advanced 
times ; it is possible that the editor may intend to supply 
the deficiency of the German work by original contributions 
out of the store of his vast knowledge. At all events, it 
would augment the value of the English edition of 
Naumann’s work if the references to English art were 
written up. 





Sonate pour Violon et Piano, Par ROBERT SCHUMANN. 
Op. 121. (Edition No. 7580, net, 2s.) London: 
Augener & Co. 

A worK of genius is always more welcome when it is 
presented in a form which possesses in itself some 
elements of beauty. There is an old Dutch proverb 
which affirms that “a thing well-shown is half sold,” that 
is to say, if the eye is pleased the merchant’s task is 
helped towards completion. What is true in one direction 
is true in another. Every one who has anything to do 
with the performance of music, knows how much time is 
saved when the copies are clear and readable. The 
executant is placed upon good terms with himself, and 
can devote his best energies to the artistic interpretation 
of what is before him, when his mind is relieved from the 
anxiety or trouble of having to decipher the meaning of 
the author from an indifferent copy. When, in addition 
to a beautiful and legible edition of a recognised classical 
work, may be found the special advantage of a small 
demand upon the purse for the possession of the copy, 
the amateur. will be ungrateful if he is not willing to 
recognise and to acknowledge the great service a publisher 
is doing who ministers to a love for music in a luxurious 
fashion at the price of a bare necessity. This is what 
has been done with many works like that now before us, 
issued by the same firm, and especially in the publication 
of this edition of Schumann’s two violin sonatas, the first 
of which has been already noticed. The second deserves 
the most cordial recommendation. Of the value of the 
compositions as music, there is happily no need to speak 
in their favour, they speak for themselves, 





I will not change. Song. Words by Miss Mary DENDy. 
Music by J. ALEXANDER. Price 3s. London: 
Augener & Co. 


THIS is anadmirable attempt to express in simple melody 
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the sentiment and feeling of words which are in them- 
selves good. The music is pleasant and vocal, and there- 
fore the attempt may fairly be reckoned as successful. 


Preludes and Fugues for the Organ. By FELIx 
MENDELSSOHN BARTHOLDY. Op. 37. Edited by 
EBENEZER PROUT. (Edition No. 8765, net, Is. 6d.) 
London : Augener & Co. 

A CAPITAL, handy, and readable edition of the three 

well-known preludes and fugues by the composer of 

Elijah and other deathless works. What Mr. Prout has 


done in the matter as editor has been effected judiciously 
and well, 


Whence, Swallow free? (Schwiilbchen, Woher ?) Song. 
By FRANZ ABT. Op. 603. No. 3. Price 3s. 
London : Augener & Co. 

A PRETTY song, characterised by freshness of melody, 

appropriateness of accompaniment, poetical German 

words, and well adapted English verses. 





Good-night, Sweetheart, Good-night, and The Quarrel. 

By J.L. Hattow. Each 4s. London: Augener & Co. 
THE first is a serenade with a graceful, flowing theme, 
vocally written; the second is a story song, with a 
happily-turned sentiment about lovers’ quarrels. It is 
admirably suited to a high tenor voice. 








OUR MUSIC PAGES. 


THIS month “ Our Music Pages” contain Germany, No. 
2 of M. Moszkowski’s Op. 23, Aus aller Herren Lander 
(“From Foreign Parts”). As the work is reviewed in 
another part of this number of the MONTHLY MUSICAL 
RECORD we need say no more about it in this place. 








Conrerts, 


—@— 


RICHTER CONCERTS. 

ON Monday, June 25th, the programme of the eighth 
concert commenced with Mozart’s beautiful “ Linz” Sym- 
phony. In 1783 the composer found himself in that town 
on a visit to Count Thun, and was invited to give a con- 
cert. Ashe had not a single symphony with him, he 
“wrote away head over ears at a new one,” and this was 
how No. 6 in C is supposed to have come into existence. 
The music is very fresh and charming; the work is scored 
for a small orchestra, without flutes, clarinets, or trom- 
bones. The performance was exceedingly fine; and 
though Richter’s audiences appreciate Wagner, they know 
how to enjoy and applaud Mozart. It was a great treat 
to hear Mr. E. Lloyd sing the Trial Songs ‘‘ Am Stillen 
Herd,” and “Fanget an,” from the “ Meistersinger.” 
The “ Vorspiel und Isolde’s Liebestod,” from “Tristan” 
concluded this part of the concert. 

For the first time, we believe, at a Richter concert, a 
Berlioz symphony was played, the “ Harold en Italie.” 
It is not so very long ago that this interesting work 
by the great French composer, was given as a novelty in 
London ; it has, as Rossini said of Beethoven’s last 
quartets, some fine movements, and the “Chant des 
Pelérins” and following “ Serenade” are full of charm 
and character. The viola part was admirably interpreted 
by Herr Hollander. On July 2nd Schubert’s unfinished 





Symphony and Beethoven’s “Choral” formed the chief 
attractions of the programme. The solo parts in the 
latter were effectively rendered by Miss Anne Marriott, 
Miss Orridge, Mr. Barton M‘Guckin, and Mr. F. King. 
Herr Ernst Schiever, leader of the orchestra, played Max 
Bruch’s Violin Concerto in G minor, and gained much 
applause for his rendering of the pleasing slow movement. 
Herr Richter announces three autumn concerts in October 
and November, and the usual summer series of nine 
next year. 





HENRY LESLIE CHOIR. 


THE last Subscription Concert, on June 28th, at St. James’s 
Hall, was a very successful one. An unpublished Motett 
of Gounod’s for double choir was heard for the first time. 
It is an early work bearing the date January 15th, 1851 ; 
yet the general style and harmonic progressions unmis- 
takably reveal the hand of the composer of Faust. 
The workmanship is not very elaborate, and the time of 
performance does not exceed six minutes. A new part- 
song entitled “Kind Words” by Henry Leslie was 
another novelty. It was conducted by the composer, and 
received many tokens of approval. The programme in- 
cluded many favourite part-songs and madrigals, effec- 
tively rendered by the choir under the direction of Mr. 
Randegger. Miss Clara Samuell sang two songs, by Sir 
G. A. Macfarren, with clarinet obbligato (Mr. Lazarus). 
Messrs. Lloyd and Santley added also to the success of 
the evening. Mons. J. Hollman played, as solo violoncello, 
an air from Bach’s Suite in D and an Andante and Rondo 
by Goltermann ; and Mr. Lazarus and Mr. J. G. Callcott 
gave an excellent performance of the Andante and Rondo 
from Weber’s clarinet sonata. 


MADAME SAINTON’S VOCAL ACADEMY. 


THE second Students’ Concert was given at the Steinway 
Hall, on Thursday afternoon, July 5th. Mlle. Tenna 
d’Arbour made a successful first appearance in “ From 
Mighty Kings,” Handel ; and Miss Moody, another dédx- 
tante, with her pleasing voice and'excellent style of sing- 
ing, managed to obtain an encore for an air from Smart’s 
“Bride of Dunkerron.” Songs were sung by Miss E, 
Killik, Miss Doyle, Miss Foster, and others ; Miss Amy 
Carter deserves a special word, for she has a fine voice, 
and has been taught how to use it. The first and last 
pieces in Part I. of the programme were the compo- 
sition of the talented lady who presides over the Academy : 
the first a chorus “ Our Happy Home,” the second, like- 
wise for chorus (with contralto solo, Miss A. Foster) ; 
both are well written and show both taste and feeling. 
The second part of the concert was devoted to Reinecke’s 
“ Enchanted Swans” a cantata for female voices, reviewed 
in these columns a few months ago. The work was then 
spoken of as very attractive, and the cantata described as 
a welcome addition to the répertorre of music for female 
voices. Madame Sainton-Dolby announced her perfor- 
mance as the first in England, and, from the success which 
the cantata obtained, it will probably speedily be taken 
up by other societies. The rendering of the choruses 
under the skilful direction of M. Sainton was all that 
could be desired ; and the solos were well given by the 
Misses Willis, Coward, and White. A harp, two horns, and 
violoncello, added considerably to the effect of the piano- 
forte accompaniment—the latter, by no means easy, was 
played with great delicacy by M. Leipold. The different 
numbers of the cantata are linked together by lines of 
poetry, which were recited with due effect by Professor 
Plumptre. 
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MADAME HOPEKIRK’S RECITAL. 


.A FEW seasons ago this clever pianiste was heard at the 
Crystal Palace and in London, and her excellent and 
intelligent style of playing then made a very favourable 
impression. At her recital at Princes Hall, Piccadilly, 
on Thursday afternoon, June 28th, the selection of pieces 
served to show her proficiency in various styles. Handel’s 
“Harmonious Blacksmith” was well played, though 
Madame Hopekirk gave a new and not altogether legiti- 
mate reading of onevof the variations In a Schubert- 
Liszt transcription and Liszt’s second “ Rhapsodie” she 
had full opportunity of displaying the agility of her fingers. 
‘She interpreted in a careful manner Beethoven’s 
Sonata in E flat, Op. 31, No. 3; and was still more suc- 
cessful in the characteristic variations in F by the same 
composer. The last part of the programme included 
Chopin’s Fantaisie in F minor, and Schubert’s Grande 
Fantasie in C: two pieces which make great demands 
upon the mechanism and strength of the performer. 
Madame Hopekirk was well received. She is about to 
pay a visit to America, where she will doubtless obtain 
further recognition of her talents and industry. 





Correspondence, 
--o- 
HAYDN’S “NELSON” MASS. 

To the Editor of the MONTHLY MusICAL RECORD. 
S1R,—In your report of the performance of Haydn’s 
“Nelson” Mass at a recent “ Richter” concert, it was 
stated that “the analyst, C. A. B. gave some interesting 
particulars as to the date and occasion of its composition.” 
I beg, therefore, to be allowed to say that the “ interesting 
particulars” alluded to were kindly supplied by Herr 
C. 'F. Pohl, of Vienna (as was duly noted in the pro- 
‘gramme book), and not by yours truly, C. A. B. 

Sydenham, 7th July, 1883. 


To W. H. S. (NEWPORT).—You will find series of arti- 
cles on Symphonies, partly with musical examples :—Beet- 
hoven, year 1871, Nos. 8, 10, 11; 1872, Nos. 13, 14: 1873, 
No. 29; 1878, No. 85. Brahms’ Symphony, 1877, No. 
‘73. Mendelssohn’s Unpublished Symphonies, 1871, No. 
12, Raff, 1875, Nos. 51, 52, 53, 54, 55, 56, 57, 58, 59. 
Rheinberger, 1878, No. 93. Rubinstein, 1879, No. 102. 
Schubert, 1877, Nos. 78, 79. Schumann, 1872, Nos. 15, 
16, 17, 18.—THE EDITOR. 








Musical Potes. 


THE Council of the Scottish Musical Society announce 
with regret that they are obliged to postpone for another 
year the opening of the Scottish Academy of Music ; they 
will not start it until they have in hand a sum of £4,000, 
so as to be able to meet any liability incident to at least 
the first four years of its existence. At present the 
amount of the subscription list is about £2,500. Mr. 
Robert A. Marr, 30, Hanover Street, Edinburgh, is 
Acting Secretary and Treasurer of the Society. 


MR. ERNST PERABO gave three chamber concerts at 
the Upper Town Hall, Mass., on the following dates: 
May 10, 17, and 24. The programmes were interesting, 
and included not only works of the great classical com- 
posers, but also specimens of modern musical art by 





X. Scharwenka, R. Franz, Tschaikowsky, J. K. Paine, &c. 
We may also notice two concerts given by the same 
enterprising artist at Miss Porter’s School, Farmington, 
Conn., on June 21 and 22, In the programme of the first 
we see C. Liwe’s pianoforte trio (Op. 12), given for the 
first time in America ; and in the second we are pleased 
to find important works by Rheinberger and Scharwenka. 


MR. QUATREMAYNE’S evening concert at the Stein- 
way Hall on July.3rd was a successful one. There was 
nothing of special importance in the programme, but 
some of the songs were very well sung, and all well 
received. Mr. Quatremayne gave with good effect a 
Rossini “ Cavatina,” Carissimi’s “ Vittoria,” and songs by 
Hatton and Duvivier. Herr Wiener contributed solos on 
the violin, his rendering of Sarasate’s “Spanish Dance” 
was greatly appreciated. 


SIGNOR EUGENIO PIRANI gave a pianoforte recital at 
the Princes Hall, Piccadilly, on Saturday afternoon, June 
30th. Signorina A. Barri, Madame Rose Hersee, and 
Mr. Bicknell Young, were the vocalists, and Mr. W Ganz 
conductor. The pianist showed the agility of his fingers 
in a Bach prelude and fugue, and played with taste some 
light pieces of his own composition. He was aiso heard 
in a Chopin selection, and solos by Liszt and Rubinstein. 


MISS MARY WARBURTON gave her morning concert 
at Collard’s Rooms, on Friday, July 6th. She was well 
received by a large and sympathetic audience, and was 
ably supported by Madame Enriquez, Miss Hilda Wilson, 
and others. The instrumentalists were Mr. Silas and 
Herr Mahr, each of whom had his due share of 
applause. 

MLLE. HELENE. ARNIM gave her annual concert at 
the Steinway Hall, on Tuesday, July 3. There was a 
very large audience. Mdlle. Thekla Friedlander sang 
Goldstein’s “ Mignon,” and took part with the concert- 
giver in some graceful little songs by Jadassohn, the last 
of which was encored. Mr. H. Thorndike was heard to 
advantage in songs by Brahms and Marzials. There 
were interesting piano solos and duets by Miss A. 
Zimmermann and Mr. C. Armbruster ; and a violin solo 
by Madame Liebe which was much applauded. Mlle. 
Arnim sang an aria by Handel and some short songs, 
her intelligent and characteristic style of singing eliciting 
many tokens of approval. 


THE projected Italian season at Paris is to consist of 
from twenty to twenty-five performances, which are to be 
held at the Théatre des Nations. The direction is 
in the hands of MM. Corti. Their artistic representative 
is the excellent baritone M. Maurel; Signor Faccio has 
been secured as musical conductor; and among the 
singers already engaged or likely to be engaged are 
Mesdames Devriés, Tremelli, Reszke, and C. de Vére, 
and MM. Gayarré and Reszke. The French element 
predominates. Wagner's Lehengee will be one of the 
attractions of the ~éfertotre. The prices are fixed as 
follows: Avant-scéne, 35 francs; Loges de face, 30 francs ; 
Loges de cété, 25 francs ; Loges de 1” galerie, 20 francs ; 
Loges de 2 galerie, 15 francs. The price of the fau- 
teutls has not yet been fixed, but will probably be 20 
francs. 

THE Opéra Comique is in its vacation, and will not be 
re-opened till the beginning of September. The rehearsals 
of Joli Gilles, by MM. Monselet and Poise, will be re- 
sumed in the.course of August, so as to be ready for per- 
formance in September. 


THE Grand Prix has been won by M. Vidal, a pupil of 
Massenet’s; the Premier Second Grand Prix by M. 
Dubussy, a pupil of Guiraud’s ; and the Deuxiéme Second 
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Grand Prix by M. René, a pupil of Léo Delibes’. “Their 

task consisted, as the reader will remember, in the setting 

= music of the lyric scene Le Gladiateur, by M. E. 
oreau. 


BESIDES Reyer’s Sigurd, the Théatre de la Monnaie 
(Brussels) will probably next winter bring to a- hearing a 
grand opera by Henri Litolf, entitled Les Zempliers. 


Mozart’s /domeneo has been revived at Munich, after 


a neglect of twenty years. 


AT the Vienna Court Opera will be performed, during 
the season 1883-1884, Wagner’s Tristan und Isolde, 
Ponchielli’s Gioconda, and Gluck’s Armide, Orpheus, and 
Alceste. For the Italian season (from the middle of April 
to the middle of May, 1884) are already engaged Marcella 
Sembrich and Emma Turolla. 


THE orchestra of the late “ Richard Wagner Theater ” 
began its concert tour at Vienna, where it gave a very 
successful concert in the Volksgarten. Subsequently 
they went to Silesia. There. however, they met with so 
little encouragement that they disbanded. 


AT Messkirch was erected, on June 29th, a statue 
of the composer Konradin Kreutzer. A concert was 
given in the course of the day, the programme consisting 
chiefly of works by Kreutzer—overture and excerpts from 
his opera Das Nachtlager von Granada, and a number of 
part-songs for male voices. 


THE concerts of the Berlin Philharmonic, under 
Wiillner’s direction, will be resumed next winter. As 
heretofore, attention will be paid to novelties as well as to 
recognised classical compositions. Quite a galaxy of 
virtuost have already intimated their willingness to take 
part in these concerts: Rubinstein, Annette Essipoff, 
Ondriczek, Planté, Eugene d’Albert, and others. 


A NEW Wagner Society has been founded. Its object 
is the continuation of the Bayreuth dramatic festival per- 
formances. The statutes, which were put into circu- 
lation some weeks ago, comprehend 24, paragraphs, 
two of which we will take note of. The contribution of 
members is four shillings per annum, and the Bayreuther 
Bilitter, the organ of the society, will be supplied to them 
at the reduced price of six shillings. Success to the 4//- 
gemeiner Wagner-Verein ! 


For a choral festival which is to take place at Copen- 
hagen at the beginning of August, Niels Gade and E. 
Hartmann have written new compositions ; the former a 
work entitled “ A Sail on the Sound,” the latter a setting of 
a sacred song by Grundtwig. 


DuRING the next Italian opera season (Oct. 1, 1883, to 
March 2, 1884) will be produced at St. Petersburg the 
following works: Rubinstein’s Nero, Salvayre’s Richard 
1/1, Ponchielli’s 7 Lztuani, Gounod’s Philemon et Baucis, 
and Drigo’s La moglie rapita. 


ACCORDING to the Journal of the Franklin Institute, 
the number of theatre fires is continually increasing. 
“Sixty-nine occurred between 1851—1860; ninety-nine 
occurred between 1861—1870; and a hundred and eighty- 
one occurred between 1871— 1880.” 


THE Zyvovatore enumerates the following thirty-five 
composers as having written operas on the subject of 
“ Semiramide”: Andrea Ziani (1671), Strungk (1684), 
Aldovrandini (1701), Pollaroli (1714), Destouches (1718), 
Vinci (1723), Caldara (1725), Porpora (1729), Vivaldi 
(1732), Aroja (1738), Aliprandi (1740), Hasse (1747), 
Gluck (1748), Delle Dame (1750), Jomelli (1752), Cocchi 
(1753), Graun (1754), Sacchini (1762), Guglielmi and 





Traetta (1765), Sarti (1768), Paisiello (1773), Salieri 
(1774), Prati and Martellari (1785), Gyrowetz (1790), 
Nasolini (1792), Himmel (1795), Bianchi (1798), Cimarosa 
(1799), Portogallo and Catel (1802), Meyerbeer (1819), 
Rossini (1823), Garcia (1828). 


THE Art Musical furnishes a pendant to the above in 
mentioning some of the composers who before Gounod 
have dealt with the subject of “ Faust”: Strauss (not the 
dance composer) and Spohr (1814), Lickl (1815), Seyfried 
(1820), Bishop (1825), Baucourt (1827), Lindpaintner and 
Bertin (1831), Pellaert (1834), Rietz (1836), Gordigiani 
(1837). 

WE give the above two lists without guaranteeing their 
correctness. 


NEw Books.—* André-Ernest-Modeste Grétry, célébre 
compositeur belge, par Edouard Grégoir” (Bruxelles : 
Schott fréres). “ Henri Vieuxtemps; sa vie et son ceuvre, 
par Maurice Kufferath” (Bruxelles: Rosez). Of the former 
the Renaissance Musicale says that the author has with un- 
heard-of patienceand by dint offrightfully minute researches 
(avec une patience inouie, a force de recherches effrayam- 
ment minutieuses) collected “the substance or the texts 
of all that has been published on our illustrious fellow- 
countryman, even to the indication of the representations 
of every one of his works.” The second of the above- 
named books begins with an autobiography of the 
master, is followed by a study of the man and musician, 
and terminates “with the complete enumeration of the 
virtuoso-composer’s works, which amount to 175.” 


THE Maatschappij tot bevordering der Toonkunst 
(Society for the furthering of Music) have elected Max 
Bruch an honorary member, and Edvard Grieg and J. 
Massenet corresponding members. 


HERR KRAUSSE gave his annual Pupils’ Recital in the 
small concert-room, St. George’s Hall, Liverpool, on 
Friday, June 23. The large number of young ladies who, 
after studying at Herr Krausse’s Institute, have passed 
the examination of the Royal Academy of Music, speaks 
well for the enterprising director's efforts. Mr. Krausse’s 
concert programme contained pieces of vocal and in- 
strumental music, all of which were performed by his 
pupils. 

GounopD has for the summer months taken up his 
abode at Nieuport. On a former occasion he finished 
there his opera Zamora ; this time he will be busy with 
the alteration of Saphe, and no doubt also with his new 
oratorio for the next Birmingham Festival. 


THE other day died the composer Adrien Boieldieu, a 
son of the composer of La dame Blanche and Jean de 
Paris. 


THE death is announced also of Professor Dr. Her- 
mann Zopff, the well-known Leipzig singing-master, 
composer, and successor of Dr. Franz Brendel as editor 
of the Neue Zeitschrift fiir Musik. He was born at 
Glogau on June 1, 1826, and died at Leipzig on 
July 12. 

Miss HELEN KENWaAY is about to remove to London 
the Orphan School for the daughters of musicians, which 
was established in Bath. It will be entirely dependent 
on voluntary contributions. The pupils will receive a 
general education, with special opportunities for the 
study of music. Professor Macfarren, Messrs. Santley, 
Cummings, Hallé, Ridley Prentice, Curwen, &c., are on 
the subscribers’ list. After Aug. 15 the London address 
will be 10, Darnley Road, Royal Crescent, Notting 
Hill. 






























































192 








[August 1, 1883. 





pp Anenow SCHOOL MUSIC, by Joun Farmer, 


Organist and Music Master to Harrow School. 


ORATORIO, “Christ and His Soldiers.” 


Cloth, 4s.; Paper Cover, 3s. ; Book of Words, 2d. 
Orchestral parts complete, 6s. 


CINDERELLA. A Fairy Opera. 
Cloth, 6s. Paper, 4s. 


BOOK OF WORDS. Illustrated by Heywood Sumner. 


Cloth, 2s. Paper, rs, 


GLEE BOOK. Vols. 1. and II. Cloth, 4s, each. 
ParT Soncs ror Pusiic ScHOOLS, 


Being a cheap edition of above. 
Vols, I. and II., in paper covers, 1s, 6d. each, 


SONGS. Vols. I. and IL., cloth, 4s. each. 


SINGING QUADRILLES. 
ast Set. ‘‘ Jack and Jill,” &c., 1s. 
and Set. “Humpty Dumpty,” &c., duet, 3s. Solo, 1s, 
3rd Set. Hunting Quadrille, “‘ John Peel,” &c., 1s. 
ath Set. Singing Quadrille, “‘ Boys and Girls,” &c., 1s. 
List and full particulars may be obtained on application. 
Harrow: J. C. Wicsee, Bookseller to Harrow School. 
London: Novetio, Ewer, & Co., 1, Berners Street, Oxford Street, W. 





ARROW MUSIC SCHOOL SERIES. — 


Messrs. Augener and Co, are the Publishers of the Authentic 
Edition used at Harrow Music School. They: give a short extract. Com- 
plete list can be found in MontHLy Musicat Recorp, No. 122, for 
February, 1881. Aili C Fingering. net. 


8018 BACH, J. S. 15 Zweistimmige Inventionen(Two-part In- £ 3. 

ventions). With Preface, &c., Edited by John Farmer. 0 1 4 
8019 ——_ 15 Dreistimmige Inventionen (Three-part Inventions), 

With Preface, &c., Edited by John Farmer. ... co eS 28 
8020 —— 18 Petits Préludes. Edited by John Farmer. ... wit © 
8021 ——_ French Suites (6 Petites Suites), Edited by John 

Farmer ... +a eve ass os on ove ow OP © 
841 to 8144 GADE. Opp. 2, 19, 30, &c., &c. ave . each 0 to 
8146 a, ,c GURLITT. Our Favourite Tunes. Bks,I.toIII.each o 2 6 
8153 HANDEL, Twelve easy Pieces. (Biilow) ... ia, SOE 
8131 HAYDN, MOZART, and BEETHOVEN. Selections 
a-f from their Works by Eschmann. Edited by John 

Farmer. 6 Books _... oe ans ove + each o 1 oO 
8131* —— Thesame, Complete. Boundincloth.. .. .. 0 7 6 
8172 HERZ, H. Scales and Exercises. Augmented and ar- 

ranged by John Farmer, (German Fingering) .., os © 8.6 
8185 JENSEN, A. Romantic Studies. A Cycle of 17 Pianoforte 
a, Pieces. Op.8. 2 Books ... vee vie each o 1 6 
8186 -——_ Songs and Dances, ‘Twenty Small Pieces. Op. 33. 
ab, Edited by John Farmer. T'wo Books ... ... each o 1 6 
8196 KIRCHNER, TH. Album-blatter. Edited by John 

Farmer ... oss oe bun oe ove ove wo © £ O 
8195 —— Rage | Greetings (Griisse an meine Freunde) 

Pieces. Op. 5. Edited by John Farmer... ne Pee 
8197 ——_ Preludes. Op. 9. Edited by John Farmer. Two 
a, 6 eT ws each o tr o 


8198 a, 5 —— Neue Album-blatter, Op. «© Two Books 
8380 SCHARWENKA, XAVER. 16 Polnische Tanze 


, (Polish 
Dances). For the Pianoforte (with Portrait) ss 


oS 
8406 SCHUMANN, R. Op.2. Papillons tg ide inn ee 
8409 —— Op.6. Davidsbiindler. (Scharwenka) nd: 7 
8411 —— Op.g. Carnaval. Scénes Mignonnes soigneusemen 
revu, doigté et pourvu des annotations instructives par 
ver Scharwenka _... oe one ee se oo © 8 6 
8412 =——— Phantasie-stiicke. Op. 12. Carefully revised, fin- 
gered, and erombonnentes with instructive Annotations 
by Moritz Moszkowski seb ne eect 4 eh «, aie gotrenm 1 Oy Bee 
8412a —— Scenes of Childhood(Kinderscenen). Op. 15. Easy 
Pieces for the Pianoforte. With Annotations. Revised 
and Fingered by Prof. Th. Kullak, 4to ide oe O1Rie 
8414 —— Novelletten for Pianoforte. Op. 21. Carefully Re- 
vised, Fingered, and Supplemented with instructive 
quotations, by Moritz Moszkowski. has 2. | pie) see OS® 
8417 —— Op. 68. Album forthe Young (Jugend Album). With 
Annotations. Revised and Fingered by Prof. Th. 
Kullak. 4to w. we ovo ove we oo «=o @ 
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.» each © 2 0 


DevicaTep By Permission To W. T, Bast, Esq., 
Organist of St. George's Hall, Liverpool. 


HE MODERN ORGAN : A Consideration of the 


prevalent Theoretical and Practical Defects in its Construction, = 
Plans and ee for I et pen eg By aes Sannam 5 Lene . 
Thirty-four pages, with 19 Lithographic Illustrations. Paper S, 18. 6d. 5 
bmg rpm os 1}d. Published by the Author, Cae Derw, Denbigh, 
and W. Reeves, 185, Fleet Street, E.C. 





Just Published. 
“CONGS OF THE BELLS.” Twelve Two-Part 


Songs for Treble Voices. Words by Epwarp OxeNnForD ; Music 
by Franz Ast. Illustrated with Portrait of the Composer. Price 1s. net. 


METHVEN, Simpson, & Co., Dundee. Patrgy & WILLIs, London. 





S. BACH’S WORKS (Edition of the Bach 

¢ Society), Vols. I. to XXIX., price £26 12s., to be so'd at 417 10s. 
pply to H. Karmropt, Halle a/d Saale, Germany. 

\ K 7ANTED, an Experienced Traveller for a Music 

Publishing Firm. Must have good references and be well ac- 


quainted with the country music trade.—Address, stating particulars to 
M. P., 86, Newgate Street, London, E.C. 











\ EDOARDO. Organ Sonata in c sharp 


minor. Price, net, 5s, To be had of AuGENnEer & Co., Newgate 
Street and Regent Street. 





OLLECTIVE WORKS of Different Authors. 
Paper Covers. 
Net. 
8377a ALBUM POUR LE PIANO. 13 Morceaux de Salon. Vol. 1. 
“Contents: 1. Badarzewska. La Priére d’une Viérge; 
2. Fliege. Gavotte chevaleresque ; 3. Funke. Ecoutez moi ; 
4. Gerville. Le Bengali au Réveil; 5. Ghys. Air de 
Louis XIII.; 6. Goria. Olga, Mazurka; 7. Leybach. 
Nocturne; 8 Kontski. Réveil du Lion; 9. Lefebure- 
Wely. Les Cloches du Monastére; 10, Schubert. Sehn- 
suchts - Walzer; 11. Schubert. Schmerzens - Walzer ; 
12. Schubert. Hoffnungs-Walzer ; 13. Reissiger. Webers 
Letzter Gedanke. Walzer ewe Sia a sv aoe Pee 


83775 Vol. I1.—Contents: Tschaikowski, Troika (En traineaux), 
Bendel, L’Etoile des Alpes. Kafka, Souvenir des Mon 
tagnes, Czibulka, Gavotte de la Princesse. Krug, Chant d 
Soir. *Egghard, Le Jet d’Eau. Zeise, Le Désir a 2 oe 


8377c Vol. 111.—Contents : Moniuszko, Polonaise. Kremser, L’Irre- 
sistible. Bendel, Pensée. D'Ourville, Vergissmeinnicht. 
Tschaikowsky, Nocturne. Wollenhaupt, Scherzo brillant. 
Rosenhain, La Calabraise .., “ee ie ia uy ‘ 


8321 GAVOTTE-ALBUM. The most celebrated Gavottes by 
Corelli, Couperin, Rameau, Bach, Handel, Leclair, Martini, 
Gluck, Kirnberger, &c. Selected, partly Arranged, and 
Revised by E. Pauer. New Quarto Edition... ies oe 


8322 —— Thesame. 8vo.. oo I 4 


8317 MARCH-ALBUM. The most celebrated Italian, German, 
and French Marches. Arranged by E. Pauer, 4to Edition 2 0 


8323 NOCTURNE-ALBUM. A Collection of Celebrated Noc- 
turnes. Selected, Fingered, and Revised by E. Pauer C. 1 6 


8296 SUNDAY MUSIC. A Collection of too Short Pieces ex- 
tracted from the Sacred Vocal and Instrumental Works 
of the most Celebrated Composers. Selected, Arranged 
for the Pianoforte, and Revised by E. Pauer, with 
Chromo-Litho., &c. Cloth, gilt sides and edges, ros. 6d.... 7 6 


8296a—c —— The same, in Three Parts eos 


each ° 


eee oo 





POPULAR PIECES. 
} POURVELLS. Vergissmeinnicht (Forget me not). 


Gavotte. 4s. 
Hermit’s Even Song. 


38. 
The Prisoner of Chillon. Song, without words, 3s. 


Lo: JOS. Gondolier’s Morning Song. Barcarolle, 
4S. 


ORA, ANTONIO L. 


Aime-moi. Valse. 





4s. 
Good Cheer, Polka, 4s. 
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Aieum (CLASSICAL). Each containing about 


36 Pianoforte Solos and Duets arranged for small hands, Selected, 
Arranged, and Revised by E. Pauer. With Illustrated Biography. &. 


net net 
8301 Bach Album .. P “i oe Bound, 4s. 6d. °o 30 
8302 Beethoven Album .. - a * 4s. 6d. °o 30 
8303 Handel Album ee pe 4s. 6d. °o 30 
8304 Haydn Album “ 4s. 6d. ° 3°00 
8305 Mendelssohn Album 2 4s. 6d. °30 
8306 Mozart Album ” 4s. 6d. o 30 
8309 Schubert Album ” 4s. 6d. °o 30 
8307 Schumann Album ” 4s. 6d. °o 30 
8308 Weber Album o” 4s. 6d. 030 


Just published. 
CHUBERT ALBUM. Short Pieces for the 
Pianoforte (20 Solos, 6 Duets). Selected, arranged for small hands, 
fingered and revised by E. Pauxr. With Illustrated Biography. Bound, 
net 4s. 6d. In paper cover, net 3s. (Edition No. 8309.) 
London: AUGENER & CO., Newgate Street, and Regent Street. 





AUGENER & CO’S EDITION.—8679. 


CHAMBER MUSIC 
FOR VIOLIN SOLO, WITH PIANOFORTE ACCOMPANIMENT. 


Selection from the Solo Sonatas ‘of Corelli, Tartini, Bach, and Handel. 
The Pianoforte Accompaniment (constructed upon the “original bass) 
and Marks of Expression, Bowing and Fingering, 


By HENRY HOLMES. 


Quarto Vol., price, net, 2s. 6d. 


1. Corelli, A. SonatainG minor. No. s. 
2, —— Fromthe Tenth Sonata. Op.5. 4, Preludio adagio ; 4, Sarabanda 
largo; c, Giga in F. 
3. —— Sonatainc. No.3. Op.s. 
* Handel, G. F. Sonata in G minor, 
—a, ’Larghetto i in A minor; 4, Gavotte in c, 
z Bach, J.S. Minuetto 1° e Giga, from Sonata in E. 
Tartini, G. Allegro assaiin c min. From the Eighth Sonata. Op, 1. 
g — Allegro moderato inG min, From the Tenth Sonata. Op. 1. 





‘* There is a growing desire to become a d with the of the past in 
the musical lezacies lett t» posterity by the ‘mighty masters of days gone by.’ The 
knowledge of some of the writ:rs whose works Mr, Holmes has drawn upon was not ve! 
long since confined to their mere names, It is the characteristic of musical enterprise 
whether in the provider or the purchaser, to make intimate acquaintances of those whom 
heretofore were knowr. on'y by name, therefore all undertakings of a nature like the 
presents deserve and should receive, nay, more, should be able to command encourage- 


ICHARD WAGNER. 


PIANOFORTE SOLO. 
BRISSAC, JULES. Spinning Song, from “Flying Dutchman” 0 4 0 
CLARK, SCOTSON. “ Lohengrin,” Transcription -f ° 
DORN, EDOUARD. “Flying Dutchman,” “Lohengrin,” 

a Rienzi,” and “Tannhauser” .. +. eac 
D'OURVILLE. Wolfram’s Song, from “ Tannhduser” 
EYKEN, G. J. von. ‘‘Tannhiuser.” 
—— ‘‘Lohengrin.” Easy Fantasia .. 
HERMANN, F. Spinning Song, from “ Flying Dutchman” 
KOEHLER, L. “O du mein holder aeneneeneiall oa 

hiuser”), Op. 293, No. 7.. : ° 30 
cong D. Romance, from ‘ “Tannhduser.” “On: on No. Suis @ gi 

oe Library (easy). No. 25, Riaaeempa as.; No. 3° 


° 
° 
Easy Fantasia .. ee 0 
° 
° 


hengrin ” . ° 20 
LEE, MAURICE, “Tannhauser. "Op. 38. Fantasia. hn is Ome Og 
LISZT, F. Grande Marche, from ‘‘ Tannhauser ” “ o @€ 0 
—— Romance, from ‘‘ Tannhiuser.” Edited by E. et «wo @ @ 6 
—— Pilgrim’s Chorus, from ‘‘ Tannhiiuser” do. o* © 30 
—— Spinners Song, from “ Flying Dutchman,” Edited ‘by E. 
Pauer .. oe @4@6¢ 
—— Elsa’s Dream and Lohengrin’ s Reproof. ‘Edited by E. Pauer o 3 0 
—— Elsa's Bridal Procession to the Cathedral do. « © 30 
—— Epithalamium and Bridal es do. ee © § O 
—— Isolden’s engin ° . ee ee ee « O30 
RAFF, JOACHIM. Lohengrin” a wa oe oo @ § C 
SMITH, BOYTON. Whreeae-sadl Illustration eo o 040 
SPINDLER, F. Op. “ Tannhiiuser,” by R, Wagner. 
Transcriptions, Revised by E. Pauer: -—No, 1. ‘ Pilgrims’ 
Chorus; 2, Romance, “‘O du mein holder Abendstern ;’ 
bs Tannhiuser’ s Song ; 4, Wolfram’s Song, “ Als du im 
iihnen Sange ;” 5, March and Chorus ; 6, Wolfram’s Song 
each o 3 0 


—— Op. 122. “ Flying Dutchman,” by R. Wagner. Transcrip- 
tions, Revised by E. Pauer No, 1, Spinners’ Song, “ Summ’ 
und brumm’ du gutes Riidchen ;” 2, Sailors’ Chorus, “ Steuer- 
mann ; Lass die Wacht ;” 3, Ballad, * Traft ihr das Schiff im 
Meere an; 3’ 4, Duet, “‘ Mein Herz voll Treue ;” 5, Duet, 
‘Ach ohne Weibund Kind” .. 4. «sv» @ach o 3.0 





Richard Wagner (continued) :— 


WAGNER, R. First Album Leafinc Pe 
—— Friedens Marsch from Rienzi, Revised by E. Pauer.. 
—— March from “ Tannhiuser,” Transcribed by Hans von 
Biilow 
—— March from 
en ° aa ne 
_-- Wedding March, from “ Lohengrin,’ ‘ easy Arrange- 
ment by Eyken .. ‘ we “ 
—— Overtures, Arranged from the Orchestral Scores by 
E, Pauer :— 
“ Der Tannhiuser” (No. 30) a a ‘a 
‘The Flying — No. 31). ee ee es 
“ Rienzi” (No. 3 ee 
8476 —— 3 Overtures, Pronsctibed by E, Pauer, i int Vol. net 
8476a, 5, ¢ or singl +. net 
8460 WAGNER- igen" ALBUM. Favourite Pieces from R. 
Wagner’s Operas. Transcribed for the Pianoforte by F. 
Liszt, Edited by E. Pauer. In One Vol. .. « = 


PIANOFORTE DUETS. 
DORN, EDOUARD. “Lohengrin” 


— “Tannh diuser’ 
HERMANN. F. Bridal Song, ‘from “ “Lohengrin * 
—— Sailors’ "Chorus, from ‘‘ Flying Dutchman” 
—— March, from ‘‘ Tannhiiuser” . 
—— Elsa’s Bridal Procession, from ‘ ‘ Lohengr 
LISZT, F. Epithalamium and Bridal Sones ~ “ “Lohengrin.” 
Revised 7 E, Pauer *s, 
RITTER, E. ” meatal 
— Thonhinser” ee 
ne ying Dutchman” 
WAGNER, R, Friedensmarsch, from “ Rienzi” 
—-— March, from — + 
a easily, by Ey ken. “ 
—— Wedding March from ‘* Lohengrin,” by yx a ee 
—— Overtures. Transcribed from the Full Scores by E. Pauer :— 
Der Tannhiiuser” (No. 30) ‘ ee 
“The Flying Dutchman” (No. 30) + 


© Tannhiiuser,” easy Arrangement by 


- - 


- 


“ Rienzi” (No. 32) .. - ae 
HARMONIUM, 
LOw, JOS. Transcriptions for Harmonium and roman: _ 
8786 —— ‘Flying Dutchman” a ee +. net 
87864 ——- “Lohengrin” ee wd oe oe +. net 
pl —— “Rienzi”  .. ee “a e. net 
878 “ Tannhiuser ” +. net 
WAGNE ER-ALBUM, for Harmonium Solo, by ‘Jos. Low :— 
8794a —— Vol. I., “‘ Tannhiiuser’ oo Net 
87946 —— Vol. IL, sa ees Hollinder,” ““« Lohengrin,” and 
“Tristan” as ee oe oo ‘net 
VIOLIN AND PIANOFORTE, 
7558@ RITTER. “ Lohengrin” es es oo Ces AR 
7559@ —— ‘“‘‘Tannhiiuser” . es ee eo «net 
7562a —— ‘Flying Dutchman” net 


WAGN ER, R. Album Leaf, Transcribed by "Fr. Hermann 


VIOLONCELLO AND PIANOFORTE, 
75586 RITTER. “ Lohengrin a 


. . net 

75596 —— ‘‘ Tannhiiuser” és oe net 

75626 —— ‘Flying Dutchman” ee +. net 
FLUTE AND PIANOFORTE, 

7558¢ RITTER. ‘“‘ Lohengrin” ee a ee «. ~=net 

7559¢ —— ‘* Tannhiiuser” . ee 3 ee ~~ Met 

7562¢c —— “Flying Dutchman” F +. net 


WAGN ER, R. Songs with English and German Words : — 

“ Dost thou not breathe ” (Athmest du nicht), from ‘ - 
hengrin”: No, 1, inc, 2s. 6d.; No. 2,in a 

Elizabeth’s Prayer, from *“Tannhiiuser ” 

Elizabeth’s Song, from *‘ Tannhiuser” ., 

The Helmsman’s Song, from ‘‘ The Flyi Dutchman” 

Lonely when Hours were Darkling nD s Traum, 
“* Einsam in triiber Stunde”), from “ Lohengrin” .. 

The Messenger of Peace (Arie des Friedensboten), from 
“Rienzi” §, 

O thou sublime’ sweet ‘Evening Star me du mein n holder 
Abendstern), from “ Tannhauser” 

Prayer,(Gebet), from ‘* Rienzi ”’ 

Souns forth Thy Praise (Dir Tone Lob), from “ Tann- 


.- 


hauser” 
Spinners’ Song (Spinnerlied), from “The ‘Flying 
Dutchman 


The Young Shepherd’: s Song (Canzone del Pastore), 
from “ Tannhiiuser.” With German and Italian words 

Wolfram’s First Song, from ‘‘ Tannhiiuser,” for Bass . 

—— Italian Songs :— 

Canzone ad éspero, from ‘‘ Tannhiuser ” 

Canzone del Pastore, from ** Tannhiiuser. * With German 
and Italian words .. 

Erik’s Cavatina, from “Il Vascello Fantasma” 

Preghiera d'Elisabetta, from “ Tannhiiuser.” In 

The same, inbD.. es ” 


eooco 


ecoooo°o 


eooooo0o°o 


co 


° 
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EP From To-day: Great Facilities of Changing Music by Parcel Post. 
AUGENER & CO’S 3 


UNIVERSAL CIRCULATING MUSICAL LIBRARY 


(Established in 1853,) 


81, REGENT STREET, 


(Four doors from St. James’s Hall,) 


LONDON. 
Subscription—Two Guineas per Annum. 








HE Universat Circutatine Musicat Liprary, established in 1853, has been attended with great 

success, and from that time up to the present, 35,000 different Works have been added to it ; so that 

it now forms the most VALUABLE and also the largest Musicat Lisrary in the world, consisting of over 

63,000 distinct Works. The importance of the Library has been fully testified by the most eminent 
Musicians of the age. 


The peculiar advantages and distinotive features of the Universal Circulating Musical 
Library are these :— 


I.—It embraces all the Works of every eminent Composer, both English and Foreign. 
II.—New Compositions of merit and general interest, published in England or abroad, are added to the Library 
immediately on their appearance. Lists of New Music are issued on the 1st of each Month in the Monthly 
Musical Record—Subscription, Free by Post, 2s. 6d. per annum. 
I1.—Subscribers, at the expiration of their subscription, are ENTITLED TO SELECT, from the Works published by 
Messrs. AuceNER & Co., Music to the extent of one-half of the amount of their subscriptions, at full price. (Net 
Works are excepted.) 





TERMS OF SUBSCRIPTION. 


2 Guineas per Annum. Town Subscribers are supplied with Two Guineas’ worth of Music at a 
28 Shillings per Half-Year. time, which may be exchanged once a week. , ; 
16 ” » Quarter, Country Subscribers with Four Guineas’ worth of Music at a time 

8 “ »» Month, which may be exchanged every month ; or with Six Guineas’ worth of 

luding the above-mentioned Presentation. music, which may be exchanged every two or three months, 


Post+Office Orders to be made payable to “AucEneR & Co., Chief Office, St. Martin’s-le-Grand.” 
Subscribers buying Music will be charged half-price. 


— — eaeoeeu5u3<rns 0—7<r~Yrne_ eee 


REGULATIONS. 


. The Subscription is due in advance, and at the commencement of every subsequent term. 


. When Music belonging to the Library is detained after the expiration of a term, the Subscription is held to be renewed 
for the next term, 


. All expenses attending the carriage to and from the Library are to be defrayed by the Subscriber, 


. If any Piece of Music or Book be returned imperfect or damaged, such Piece of Music or Book will be returned, and the 
price charged to the Subscriber, 


5. To facilitate packing, and to prevent Music from being rolled up, every Subscriber is supplied with a Portfolio, at cost 
price (2s. 6d.). In no case can Music be sent rolled, by Post. barat 
. If Library Copies are bought, the Subscribers to return the blue Library Covers of the same. 
7. To prevent disappointment, Subscribers should send in Lists containing about double the number of Works they wish to be 
supplied with, and regularly enclose their names and addresses in parcels returned, 
. The Presentation Music must be taken at the end of every subscription, 


LIBRARY DEPARTMENT, | PUBLISHING DEPARTMENT, } WEST END TRADE DEPARTMENT, 


81, Regent Street, W. Beethoven House, Foubert’s Place, 
86, Newgate Street; E.C. Regent Street. 


AUGENER & CO. 
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EW CHAMBER MUSIC, in AuGENER & Co.’s 


Edition :— 


FOR VIOLIN AND PIANOFORTE. aa 

s. a. 

7374 GADE,N. W. Sonata. Op. 21. pb minor 2 6 
7422 GR IEG, E. Sonata. Op.13. Ine¢é os 20 
7383 HAUPTMANN. Sonata. Op. 6. -r 0 
7384 ——— Three Sonatinas. Op. Pr ee se £.:@ 
Soe a HERMANN, Frl ‘Albom. Three vols. “ « each 2 0 
7328a-6 MOSZKOWSKI. Two Concert Pieces, Op. 16 .. each 1 6 
7545 PLEYEL. me ° ee el 
7506 SCHARWENK Sonata in & minor. Op. 46a ‘ 40 
7567 —— ‘Tone Pictures “i oe ee 20 
7579 SCHUMANN. x. Sonata. “Op. 105. A minor ve 20 
7580 ——- 2, Sonata. Op.121. Inp .. re PY ee 20 
7641 3. Romances. Op. 94... ‘3 oe Io 
7501 WUERST, R. Russian Seite oe ‘ 1 6 

VIOLONCELLO AND PIANOFORTE. 
7661 LEE, S. °s ee es ee 20 
7716 MOSZKOWSKI, M. Three Pieces. Op. oe 20 
9287 SCHARWENKA. Sonata in & minor. Op. 4 40 
7750 SCHUMANN. Three Romances. Op. 94 rs Lee) . Io 
TRIOS. 
PIANOFORTE, VIOLIN, AND VIOLONCELLO. 
7257 GADE, N. W. Novelletten. Op. 29 3 0 
7274 SCHUMANN. Op. 63. In p minor 40 
7275 —— Fantasiestiicke. = 88 et 2 6 
7276 =———- Third Trio, inc. Op. 110 3 0 
QUARTETS. 
PIANOFORTE, a ALTO, AND VIOLONCELLO, 

9253 PROUT,E. Op. 18. Inr. 40 
7185 RHEINBERGER, j. Op. 38. Ink flat 5 0 


London : AUGENER & CO., Newgate Street ond Regent Street. 
\ K JORKS BY JEAN LOUIS NICODE. 





d= ~ teat d a at a & s.d. 
Op. 3. Deux Valses brillantes + © @ © 
Op. 5. Polonaise caractéristique es w'O@ 8 OC 
Op. 6. Souvenir de Robert Schumann. *'6 Phantasiesticke. 
Livres I. & II., chaque.. © 5 0 
Op. ra Deux Morceaux caractéristiques. “No. 1, “pflat’ minor o 40 
0 2, G minor oe es : o4o 
Op. 12. Deux Etudes (c sharp | min. and c min. ie ; o 40 
Op. 13. Danses et Chansons nationales italiennes. " Livres 
I. and II., chaque .. é °o 40 
ip. 18, Variations et F ugue sur un theme original ee °0 0 0 
Op. 19. Sonate (F min.) ‘ ‘ °o 7 6 
Op. 21. Trois Etudes (F min., F maj. ‘and p min. ) © 6 o 
Op. 22. Ein Liebesleben (Une vie d’amour). Dix Poésies °0 60 
PIANOFORTE DUET. 
Op. 4. Marie Stuart. Pome’ Symphonique. - “amaagace « 0 6 o 
Op. 7. Miscellen (Mélanges). Quatre morceaux °5 0 
Op. 10. Valse-caprices .. “ © 50 
Op. 11. Introduction et Scherzo. Arrangement - - so @.§ © 
Op. 20, Jubilaéumsmarsch (Marche de jubilée). Arrangement o 5 o 
Op. 26 Eine Ballscene (Une Scéne de Bal). Jn the Press. 
TWO PIANOFORTES. 
Allegro de Concert de F. Chopin, Op. 46 .. -o9g0 
CHAMBER MUSIC, 
Op. 4. Romance pour Violon et Piano ee oo O ee 
Op 25. Sonate pour Piano et Violoncello (c maj. yr + net o 6 0 


FULL ORCHESTRA. 
Op. 4. Marie Stuart, Poéme Symphonique, Partition net 


0 6 0 
rt és Parties .. so ® € 0 
Op. 11. Introduction et Scherzo, Partition. . za + met o 6 0 
arties .. omg o 
Op. 14. Romance ] pour Violon avec accompagnement dorchestre 
ou de Piano, ve « ie MEV <.¢ 
° °o 
Op, 20. Jubiliiumsmarsch (Marche de jubilée), Partition net o é ° 
: arties net t 4 0 
Allegro de Concert de F. Chopin. Op. 46. Acrangs pour Piano 
avec Orchestre, Partition ee ee Met o 7 6 
wa Parties . a. os a ao," @ 15.0 


VOCAL MuSIC, 
Op. ts. poe one. — and German bre: (Edition 
No. 8873) ‘ net o 1 6 
Psat AUGENER ‘& co. Maas Seieie si Regent Street. 





AS PERFORMED AT THE HANDBL FEsTIVALs, CrysTAL PALACE, 1871 & 1883 


IRST ORGAN CONCERTO, with OR- 


CHESTRAL ACCOMPANIMENT, by G. F. Hanne. Edited, 
Arranged, and Supplemented with a Cadenza, by W. T, Best. 
Complete. Oblong 4to (6761). 


ow 0 + Met o 2 6 
Organ Score, Oblong 4to (6761a) ro see) aerimetia 12.6 
Orchestral Parts. 4to (67614) .. wee i + Met oc2o0 


London AUGENER & CO., Newgaté mee: ind Regent Street, 





Ne ORGAN WORKS BY W. T. BEST. 


Ate. “CECILIA.” A Collection of Organ Pieces in diverse price 

oe styles :-— net, 

8701@_ Book I. Fantasia-Sonata in a flat major. Op. 65. By £ s. 4d. 
°o 


Josef Rheinberger _... o 1 
37024 Book Ii. Raff, Introduction and Fugue; Boély, ‘Andante 

in G minor; Hesse, Prelude and Fugue eee ero 
8703 Boox III. Sonata in c minor. Op. 27. By Jose 

Rheinberger pi oop °o 1.0 
8704 Book IV. N. w. Gade, "Three Organ Pieces. Op. uo. ¢ 13.8 
8705 Pook V. W.T. Best, Fantasia an Fugue we an 20 
8706 Book VI. G. Merkel, Op. 35, Adagio in © major; E. 

Perelli, Marcia religions and Polibio Fumagalli, Alle- 

gretto villereccio, Op. 25 oro 
8707 Book VII. Boély, Toccata—Interlude ; T dpfer, Fugue i in 

Bflat—Fugueinp  ... oro 
8708 Book VIII. Hesse, Toccata; Chauvet, Marche religieuse ero 
8709 ~=0@ Book IX. W.. T. Best, Scherzo... oro 


AUGENER & CO., Newgate Street and Regent Sarest, London. 
NIELS W. GADE. Pianoforte Works, in 


AvuGengr & Co.’s Edition. E = English ; C = Continental (German 





Fingering. 
PIANOFORTE SOLO. 

VoLumEs. 
8143 Op. 2. ay ay ree ty Revisedand Fingered s. d. 
by JoHN FARMER arrow School Edition. C net 3 o 
8141 Op. 19. Aquarellen. Edited by E. Paver. C... .:. net ro 
8142 Op. 36. Five Christmas Pieces, Revised by E. Paver. E net 1 o 
8144 Album Leaves (Albumbliitter). Harrow School Edition, C net 1 0 

Nachkliinge von Ossian. Echoes of Ossian. Overture :— 

61456 Piano Solo ... ove ove - ot ~ wel BETZ © 
85446 Piano Duet... ‘ - we «~ mt2-¢ 


Fouo Eorrion. 
Friithlingsblumen (Spring Flowers). Three Original Pieces. Op. 2 
Aquarellen. Short Pieces. Op. 19. (Pauer.) Four Books, each 
Arabeske. Op. 27. (X. Scharwenka) eve 
Phantasiestiicke, Volkstaénze Op. 31. (x. Scharwenka) ove 
Idyllen. Op. 34. (X. Scharwenka) oe ove eve ° 
Five Christmas Pieces for Children. Op. 36. (Pauer)... 
Fantasiestiicke. Op. 41. (X. oN 7 ove 
Albumbliitter (Album Leaves) 7 
Sylphides (Sylphiden). (Pauer) 
Im Hochland (Scotch Overture) ‘‘ In the Highlands” dad 
Nachklinge von Ossian. Overture. (Echoes of Ossian) eee 


PIANOFORTE DUET, 


- oe 


Vip nw eh eePuww 
Ccoooo0o0ooco 


VoLuMEs. 
8543 Nordische Tonbilder. Trois Fantaisies. Op. 4 «we net rt 0 
8544@ Nachkliinge von Ossian. Overture. Echoes of Ossian net ro 
85444 Im Hochland. Scotch Overture. ‘‘Inthe Highlands” net 1 o 
ORGAN. 
Three Organ Pieces. Moderato in F ; Allegretto in c; and Allegro 
in A minor, Op. 22. Edited by W. T. Best. (Edition No, 8704) 
ro 


net 
N.B.—See also Prout’s Organ Arrangements, No, 28 and 39. 
CHAMBER MUSIC. 
Sonata. Op. 21. In D tam for Violin and Pianoforte ae 
No. 7374)... 

Novelletten. Op. 29. Trio, Pianoforte, Violin, and Violoncello, 

(Edition No. 7257)... s+ se sé «. Ret 3 0 
London: AUGENER & CO., estat Street and d Regent Street. 


OACHIM RAFF. Piano were — 








Lead 
No. 1. Am Loreley Fels “ « fae 
No, 2. Fabliau.. ~ «= Gs @ 
No. 3. Lohengrin, by R. Wagner .. ee “ « €3 6 
No. 4. Freischiitz, by Weber eee ° 2 «we Gea @ 
No. 5. Sonnambula, by Bellini eee eve wnt 4 € 
No. 6. Minuet ... om am eee Se me's © 
No. 7. Romance ait ae one a woud, & @ 
No. 8. Fleurette. Romance. .. .. a7 ae 
No.9. Ranzdes Vaches_... : - pe ° 30 
No. 10. Manon. Rondinetto ded bad ° 30 
No. 11. Aprés le Coucher du Soleil. Meditation ° 30 
No. 12. The Torrent. Study ibe ‘a bos o4 06 
No. 13. Valse-Caprice a a ee °40 
No, 14, Cavatina(Pauer). Gleanings (No. 11)... «ee Q,¢ 

83464 RAFF. A LBUM. ol. I. (Manon. Aprés le coucher. 
Ranzdes Vaches, Fleurette. Romance. Minuet) net o 1: o 

Piano Duet. 

8600 RAFF, J. Tarantelle... oss -- met Oo 20 


Lenten AUGENER & co., Newgate S Sweet and Regent Street. 


HE GOLDEN LINK. New Cantata by Franz 


Ast. For Ladies’ Voices. Words by EpwArp OxENFoRD. Voéal 
Score (Edition No. 9045), net, 2s. 


London; AUGENER & CO., Newgate Street and Regent Street, 
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Nir Pub- N OUVEAUTES 
lished August rst, 1883, by 
AUGENER & CO., Newgate Street and Regent Street, London. 
PIANOFORTE SOLOS. £ ad, | 
cope Rustling Woods. 
NICO 6) L, Souvenir de Robert Schumann :— 
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